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Beyond Landscape: Imagining Place In Later Edo Print Culture
Abstract
Ever since European and American collectors first saw Katsushika Hokusai’s print Under The Great Wave
off Kanagawa in the late nineteenth century, Japanese landscape prints have captured modern
imaginations. However, the popularity of these landscapes has obscured a longer history of images of
place and space in later Edo print culture. These works imagined new spaces—from the play lands of the
city to myriad countries of the newly mapped world to even far away fictional shores. The products of a
burgeoning commercial print market, these mass-produced works were part of a sophisticated urban
culture. Focusing on an especially rich period in the expansion of the publishing market from the 1770s to
the early 1800s this dissertation looks at a diverse group of printed materials, examining the different
ways in which print culture approached “place” in the later Edo period.
Through four case studies, this dissertation expands beyond “landscape prints” to take a broader view of
the production and representation of place in Edo print culture. The first chapter analyzes how the uki-e 浮
絵 (perspective prints) of Utagawa Toyoharu promoted a larger fantasy of Edo as a commercial
playground; a view supported by the commercial stakeholders of both the businesses depicted and the
prints’ publishing firm. The second chapter investigates how the bird’s-eye views of Kitao Masayoshi
developed out of an diverse group of prints, maps, and printed books of famed landscapes, whose
popularity pushed publishers and their artists to continue developing new and unusual images of these
places. The third chapter traces the development of the imaginary kobito 小人 (Little People), and their
fictional homeland in in maps, encyclopedias, and popular illustrated fiction. The final chapter turns to
privately commissioned daishō egoyomi 大小絵暦 (long-short picture calendars) maps and the wider
influence of cartography on popular culture. Through these case studies, this study contextualizes the
landscape print within a broader category of print culture. Together these materials participated in a
discourse that imagined geography and topography in new ways and as part of a changing world. For
sophisticated Edo consumers, print culture produced place.
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ABSTRACT
BEYOND LANDSCAPE: IMAGINING PLACE IN LATER EDO PRINT
CULTURE
Quintana Roo Irigon Heathman
Julie Nelson Davis

Ever since European and American collectors first saw Katsushika Hokusai’s
print Under The Great Wave off Kanagawa in the late nineteenth century, Japanese
landscape prints have captured modern imaginations. However, the popularity of
these landscapes has obscured a longer history of images of place and space in later
Edo print culture. These works imagined new spaces—from the play lands of the city
to myriad countries of the newly mapped world to even far away fictional shores. The
products of a burgeoning commercial print market, these mass-produced works were
part of a sophisticated urban culture. Focusing on an especially rich period in the
expansion of the publishing market from the 1770s to the early 1800s this dissertation
looks at a diverse group of printed materials, examining the different ways in which
print culture approached “place” in the later Edo period.
Through four case studies, this dissertation expands beyond “landscape prints”
to take a broader view of the production and representation of place in Edo print
culture. The first chapter analyzes how the uki-e

(perspective prints) of

Utagawa Toyoharu promoted a larger fantasy of Edo as a commercial playground; a
view supported by the commercial stakeholders of both the businesses depicted and
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the prints’ publishing firm. The second chapter investigates how the bird’s-eye views
of Kitao Masayoshi developed out of an diverse group of prints, maps, and printed
books of famed landscapes, whose popularity pushed publishers and their artists to
continue developing new and unusual images of these places. The third chapter
traces the development of the imaginary kobito

(Little People), and their

fictional homeland in in maps, encyclopedias, and popular illustrated fiction. The
final chapter turns to privately commissioned daishō egoyomi

(long-short

picture calendars) maps and the wider influence of cartography on popular culture.
Through these case studies, this study contextualizes the landscape print within a
broader category of print culture. Together these materials participated in a discourse
that imagined geography and topography in new ways and as part of a changing
world. For sophisticated Edo consumers, print culture produced place.
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INTRODUCTION
I’ve come to an unimaginable place!

--A Japanese tuna fish, upon arriving at the Island of Little People
Kobitojima nanasato fūki, 1764

All landscapes are imagined. Though images of places are often more deeply
equated with observable reality, these images remain representation, not reality. Created
at a specific moment in time, as part of a specific culture, these pictures are deeply bound
with the meaning of the place. Indeed, these images can come to define the location for
those who visit, describe, and imagine the location. As Edward S. Casey writes,
“Representation… is integral to the perception of landscape itself—indeed, part of its
being and essential to its manifestation.”1 Representing a place—in image, word, or map,
becomes an act of creating meaning for the place. Not merely reflecting spaces,
representation creates places.
In Japan, ideas of place were initially linked to representation in poetry.
Locations later known as meisho

(named place) were called out and celebrated in

poetry from the eighth century on.2 The first meisho sites were linked to the emperor’s

1

Edward S. Casey, Representing Place: Landscape Painting and Maps (Minneapolis: University
of Minnesota Press, 2002), xv.
2
Meisho was not a contemporary term. During the Heian period terms including na aru
tokorodokoro (places with names) and nadokoro (named place) were used. Chino Kaori,
"Meisho-e no seiritsu to tenkai" in Nihon byōbu-e shūsei 10: Keibutsuga, meisho keibutsu. ed.
1

2

ritual visitation of the lands of his realm, a practice known as miyuki

. These poems

were regarded as “words [which] were viewed not as the utterances of an individual but
rather possessing kotodama (

), or spiritual power, in this case the power of the

Yamato.”3 Not just observations on the topography, the poems were sacred, symbolic
works that linked the emperor to the land. Representation and naming had power.
The invocation of these place names in poetry became known as utamakura
(poem pillows), epithets that allowed a poem to pivot around layered concepts.4 These
words, used and re-used in poems, acquired connotations over time; by merely invoking
the name of a meisho the poet was able to tap into a literary and historical matrix. A
place name could now easily conjure up a season, a feeling, another famous poem, or a
famous poet. Each time a place name was invoked, it received another layer of meaning.
The meisho tradition continued into the earliest landscape paintings in Japan, a
genre that would become known as meisho-e

(pictures of famous places).5 First

appearing in the tenth century, these paintings derived from poetic conventions, which

Takeda Tsuneo, 116 (Tokyo: Kōdansha, 1980). References to these terms can be seen in Ienaga
Saburō, Jōdai yamato-e nenpyō (Tokyo: Bokusui Shobō, 1966), 97. See also Melinda Takeuchi’s
discussion of the term in Melinda Takeuchi, Taiga’s True Views: The Language of Landscape
Painting in Eighteenth-Century Japan (Stanford, CA: Stanford University Press, 1992), 102. By
the Edo period meisho was indeed a commonly used term in reference to famous places, and
appears in many of the prints and books discussed in this dissertation.
3
Jilly Traganou, The Tōkaidō Road: Traveling and representation in Edo and Meiji Japan (New
York and London: RoutledgeCurzon, 2003), 69.
4
For a discussion of the development and role of utamakura and meisho, see Edward Kamens,
Utamakura, Allusion, and Intertextuality in Traditional Japanese Poetry (New Haven: Yale
University Press, 1997).
5
Unfortunately, no examples from this painting exist today. Scholars instead base their analysis
of these works on contemporary poetry composed for screen paintings. See Chino Kaori,
"Meisho-e no seiritsu to tenkai." As Chino points out, the term meisho-e was also not
contemporary with this moment. The term instead appeared later in the medieval period.
Takeuchi, Taiga’s True Views, 102.
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likewise became linked to the representation of these topographical spaces.6 As Chino
Kaori has argued, meisho-e, as a genre of yamato-e

(Japanese painting),

overlapped with a number of other genres, including keibutsuga
imagery), and fūzokuga

(seasonal

(images of customs).7 The earliest meisho-e, Chino argues,

were the product of poetic interpretation—visually generic images of hills and grasses,
rivers and leaves, that acquired meaning when interpreted by an accompanying poem that
identified the specific landscape. By associating the image with a named place, the poet
could “endow the pictorial surface of the work with the particular mental image bound to
that locale.”8 Working together, word and image prompted the reader/viewer to produce
the imagined landscape.
During the Kamakura (1185-1333) and Muromachi period (1392-1573), Chinese
monochrome ink painting heavily influenced images of place. Brushed in black sumi ink,
this genre of painting, now referred to as suibokuga

(ink paintings), drew heavily

from Chinese Northern Song and Chan Buddhist (Jp. Zen

) traditions. Due to their

continental origin, the landscape paintings in this tradition center on Chinese places with

6

No landscape paintings from this era survive to this day. Scholars have relied on descriptions of
poetry composed in relation to these images to determine the earliest appearances of these
paintings. The earliest extant landscape image is considered to be the Jingōji senzui byōbu,
which dates to c. 1200.
7
These genres are modern constructions as defined by Ienaga Saburō. Chino Kaori utilizes the
categories in her discussion of meisho-e development. While Chino acknowledges the
importance of Ienaga’s categorization, she rightly points out the apparent overlap between these
categories, making meisho-e particularly slippery as a defined category. Chino Kaori, "Meisho-e
no seiritsu to tenkai," 115.
8
Ibid, 116. Translation in Chino Kaori, "The Emergence and Development of Famous Place
Painting as a Genre" Review of Japanese Culture and Society 15 (2003), 44.
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long painting histories or wholly imagined, idyllic spaces.9 Divorced from the artist’s
personal experience of a space, brushwork became central as a vehicle for artistic
expression. Even as Japanese artists applied these methods to domestic meisho, the
images remained imaginative and imagined.
In the early modern period, a growing number of commoners traveled along the
domestic highways, for business, pilgrimage, and pleasure.10 The continued interest in
poetry meant for some, those who Laura Nenzi refers to as “cultured travelers,” these
literary representations continued to define place. Armed with guidebooks that included
references to many of the famed poems, the representation of place began to take over
actual experiences. As Nenzi discusses, these cultured travelers rejoiced when sites
looked “exactly as [they are described] in the poems.”11 Such travelers came to expect the
famed cherry blossoms, autumn leaves, or rushing water associated with certain sites,
images they were familiar with due to their knowledge of the poems that included these

9

The acquisition and adaptation of Chinese painting styles was aided by the arrival of Chinese
painters and monks in Japan, the importation of paintings, and the travel of Japanese monkpainters to the continent. Yukio Lippit, “The Monk-Painter in Medieval Japan” in Splendid
Impressions: Japanese secular painting 1400-1900 in the Museum of East Asian Art, Cologne, ed.
Dori Croissant (Leiden: Hotei Publishing, 2011), 35.
10
Constantine Vaporis argues that pilgrimage was the main stated purpose of commoner travelers,
though in reality their purposes were often more secular in nature, citing the emergence of “travel
as recreation” to the late seventeenth century. Vaporis notes that those on pilgrimages made
numerous stops at famous and historical sites along their way to the shrine or temple destination.
Constantine Nomikos Vaporis, Breaking Barriers: Travel and the State in Early Modern Japan
(Cambridge: Harvard University, 1995), 217-19.
11
This statement was recorded in the diary of Tamiko, a merchant’s wife, upon traveling to
Katase and Shichirigahama. As Nenzi points out, Tamiko was thrilled by the landscape, not for
its innate beauty, but because it matched her literary expectations. Translation in Laura Nenzi,
"Cultured Travelers and Consumer Tourists in Edo-Period Sagami," Monumenta Nipponica 59,
no. 3 (2004): 293.
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named places. The experience of a place itself, though visited in reality, was made by
imagination.
Over time, though, the definition of what constituted a “meisho” evolved as urban
sites and locations along major highways rose in popularity. The Yoshiwara pleasure
quarters, popular shops, and travel checkpoints could all become meisho in this new
scheme and were included in many printed guidebooks. Nenzi describes another form of
traveler, the “consumer tourist.” This tourist, though less interested in the literary history
of sites, still relied on printed guidebooks to help imagine and frame his/her own travels.
As we shall see, these more mundane places appear in printed books and single sheet
prints, visually defining these new spaces, their images invoked by the reader’s when
imagining the growing number of new meisho.
The number of “named places” beyond Japanese shores was also growing.
Though prohibited from traveling abroad by shogunal law, the residents of this
supposedly “closed country” had access to printed books and maps, many imported from
abroad.12 New places entered the Japanese worldview. Unable to visit these locales in
person, printed materials were the sole source of information for the Japanese.
Encyclopedias, maps, and popular prints produced these places, which though real, were
for all intents and purposes, imaginary. Denied physical experience of these new spaces,
they existed only in the mind.

12

For a discussion of the nature and amount of international trade between Japan and countries
such as Holland, China, Korea, and the Ryūkyūs during the period of Edo “seclusion,” see
Numata Jirō, “Edo jidai bōeki to taigai kankei” in Iwanami kōza Nihon rekishi, ed. Ienaga Saburō
(Tokyo: Iwanami Shoten, 1964), 43-76. Timon Screech addresses the acquisition of foreign
“Dutch Learning” materials in Timon Screech, The Lens Within the Heart: The Western Scientific
Gaze and Popular Imagery In Later Edo Japan (Honolulu: University of Hawaii Press, 2002).
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The Landscape Narrative in Print Scholarship
The narrative of landscape as a genre within Japanese printmaking has long been
associated with the artists Utagawa Hiroshige
Hokusai

(1797-1853) and Katsushika

(1760-1849) in the nineteenth century. Though early collectors and

scholars of Japanese prints saw the nineteenth century as period of general “decline,”
Hiroshige and Hokusai’s landscapes were seen as unparalleled works of creativity, and
thus the narrative of the “rise of landscape” often began with nineteenth century. Early
books on Japanese prints often repeated this framework, citing Hiroshige and Hokusai as
lone geniuses whose work was still able to shine during this time of decadence and
decline. Arthur Davison Ficke, writing one of the most influential books for collectors in
the early twentieth century, stated,
Like a beautiful island in the midst of a sea of wrecks, the landscape prints of the
first half of the nineteenth century stand apart from the general debasement of
print designing. The great days of the figure-print were over; but now… came the
fresh and brilliant landscape genius of Hokusai and Hiroshige. Their work did not
share in the general decline; it must be regarded as a new shoot sent up by the
roots of a tree whose main trunk had already fallen into irreparable decay.13
More recently, art historians have focused on the historical and cultural context
for landscape prints, correcting earlier views of these works as productions of pure
“artistic genius.” Julian Lee’s dissertation, “The Origin and Development of Japanese
Landscape Prints: A Study in the Synthesis of Eastern and Western Art,” takes a

13

Arthur Davison Ficke, Chats on Japanese Prints (New York: Frederick A. Stokes Company,
1915), 356.
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sweeping view of the development of landscape prints.14 Focusing on ukiyo-e
(images of the floating world), his dissertation attempts to provide a comprehensive
survey of landscape prints while refuting the idea of Western influence as central to the
development of landscape prints. For Lee, Chinese influence and classical yamato-e
were the inspiration for the new ukiyo-e images.
Pauline Ayumi Ota, in her dissertation, “Re-Presenting the Imperial Capital:
Kyoto Cityscapes, 1755-1787,” focuses on representations of landscapes of Kyoto
including prints, paintings, and illustrated guides.15 Looking specifically at the work of
one artist, Maruyama Ōkyo

(1733-1795), Ota examines Kyoto’s identity as

expressed in these works. Kyoto’s identity was in flux as it transitioned from political
powerhouse to cultural center and tourist destination. Ota argues that during this time,
viewers began to demand more topographically specific works that were “true to life,” a
shift from previous views of Kyoto. Landscape, more than images of topography,
became a mode of constructing local identity.
Timon Screech, in his many writings on the role of rangaku

(Dutch

learning) in Edo visual culture, has touched upon issues of place and landscape. His
article, “The Meaning of Western Perspective in Edo Popular Culture,” makes the
excellent point that Western perspective was seen as a constructed, invented system in

14

Julian Lee, “The Origin and Development of Japanese Landscape Prints: A Study in the
Synthesis of Eastern and Western Art” (Ph.D. diss., University of Washington, 1977).
15
Pauline Ayumi Ota, “Re-Presenting the Imperial Capital: Kyoto Cityscapes, 1755-1787” (Ph.D.
diss., Stanford University, 2007).
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Japan—not a natural method of describing physical space.16 Screech argues that its status
as “invention” combined with the association with inexpensive prints meant that in
popular culture it was associated with exaggeration, not reality. Similarly, his book The
Lens Within the Heart, though focused on vision and imported technology, touches on
issues of landscape when addressing uki-e

(perspective prints) and viewing boxes,

as well as panoramic images and sight from on high.17 Screech’s inclusion of a range of
printed material in consideration of the role of imported European knowledge reinforces
the importance of these issues in Edo popular culture.
While Screech’s studies include a diverse range of printed works as examples, art
historians have recently begun to more explicitly address the relationships between these
works. Julie Nelson Davis, in her recent book, Partners in Print: Artistic Collaboration
and the Ukiyo-e Market, considers luxury printed scrolls, privately commissioned works,
and popular printed books.18 Davis focuses on issues of collaborations, relationships, and
networks within the world of Edo printed works in the late eighteenth century. She
argues that the production systems of this print world and the reading practices of its
publics argues for a wider definition of collaboration, complicating ideas of authorship.

16

Timon Screech, "The Meaning of Western Perspective in Edo Popular Culture," Archives of
Asian Art 47 (1994): 58-69.
17
Timon Screech, The Lens Within the Heart: The Western Scientific Gaze and Popular Imagery
In Later Edo Japan (Honolulu: University of Hawaii Press, 2002).
18
Julie Nelson Davis, Partners in Print: Artistic Collaboration and the Ukiyo-e Market
(Honolulu: University of Hawaii Press, 2015).
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Likewise, Jeannie Kenmotsu’s dissertation addresses the relationship between the book
publishing industry and single-sheet prints in the development of color printing.19
In Japanese scholarship, the study of landscape prints has remained narrowly
focused. With regard to landscape prints, much of the scholarship on the subject remains
focused on stylistic analysis and artist’s biographies. However, scholars like Ōkubo
Jun’ichi have attempted to break this mold. Ōkubo, in his book Hiroshige to ukiyoe
fūkeiga

(Hiroshige and Ukiyo-e Landscape Pictures), specifically

aims to contextualize landscape woodblock prints as commercial products.20 Through the
lens of one of the most famous landscape print artists, Hiroshige, Ōkubo considers the
development of landscape images of Edo. His argument considers Hiroshige’s prints as
the result of interrelations between ukiyo-e woodblock prints, the Shijō school of Kyoto,
copperplate prints, and illustrated sourcebooks. The emphasis on Hiroshige’s reliance on
other materials may have shocked many who still held to the idea that Hiroshige’s
landscapes were the result of actual visitation to the depicted sites.21 However, Ōkubo’s
study provides a more nuanced and complicated view of not only Hiroshige’s work, but
of woodblock print production in general.

19

Jeannie M. Kenmotsu, “The Color Revolution: Printed Books in Eighteenth-Century Japan”
(Ph.D. diss., University of Pennsylvania, 2016).
20
Ōkubo Junʼichi, Hiroshige to ukiyoe fūkeiga (Tokyo: Tōkyō Daigaku Shuppankai, 2007).
21
Uchida Minoru put forth the idea that Hiroshige visited all 53 stations of the Tōkaidō highway
for his famed series Tōkaidō gojūsan tsugi in 1930. However, there appears to be no actual proof
of these visits. Suzuki Jūzō cast doubt on this theory in 1970. However, Hiroshige’s atmospheric
landscapes prompted many modern viewers to interpret them as based on actual observation,
when instead he relied illustrated guidebooks to inform his compositions. Uchida Minoru,
Hiroshige (Tokyo: Iwanami Shōten, 1930). Suzuki Jūzō, Hiroshige (Tokyo: Nihon Keizai
Shinbunsha, 1970).
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Recent articles such as those by Nomura Ayano, have also illustrated the
interrelation between ukiyo-e landscape prints and other schools.22 In her discussion of
Utagawa Toyoharu’s uki-e landscapes, Nomura argues for the influence of Maruyama
Ōkyo’s megane-e

(literally “glasses pictures,” referring to images for optiques)

perspective views, even positing that he may have visited Kyoto and came into contact
with the works then. However, like many other Japanese studies, the classification of a
single artist’s work remains the focus, as opposed to a broader consideration of the
landscape image.
Exhibitions of Japanese prints still remain largely focused on a single artist or
collections of meihin

(famous works). However, occasionally exhibitions related to

a specific place bring together wider ranges of artists, materials, and artistic schools. The
Edo-Tokyo Hakubutsukan’s 2010 exhibition, Sumidagawa: Edo ga aishta fūkei

:

(Sumidagawa: The Landscape that Edo Loved) developed out of an
annual report centering on themes related to the Sumidagawa, a famed river that runs
through the city of Tokyo.23 The exhibition, which included woodblock prints, printed
books, and paintings, and material objects, traced representations of the river from the
seventeenth century to modern day Tokyo. Likewise, the Kōbe Shiritsu Hakubutsukan’s
Megane-e to Tōkaidō gojūsan tsugi ten

(Exhibition of

Megane-e and The Fifty-Three Stations of the Tōkaidō) of 1984 collected together

22

Nomura Ayano, “Utagawa Toyoharu ni yoru uki-e no kakushin: Sono haikei to igi ni kan
suru kōsatsu,” Kyoto bigaku bijutsushigaku 12 (2013): 93-140; Nomura Ayano, “Utagawa
Toyoharu ni yoru uki-e no gareki ni tsuite,” Ukiyo-e geijutsu no. 167 (January 2014): 5-38.
Edo Tōkyō Hakubutsukan, Sumidagawa: Edo ga aishita fūkei (Tokyo: Tōkyō-to Edo Tōkyō
Hakubutsukan, 2010).

23
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images of the Tōkaido, both megane-e and later works influenced by the megane-e
tradition.24 While these exhibitions do not necessarily propose a cohesive thesis for these
materials, they provide the invaluable service of gathering together and comparing
material that might normally be separated by artist, format, or artistic school. By placing
these objects together, the wealth and variety of topographic materials becomes clear.
Outside of art history, historians and literature scholars have addressed print
visual culture in important ways. Marcia Yonemoto, in her book Mapping Early Modern
Japan, looks the transition of cartography from official to popular discourse and the
changing representation of Japan.25 In this shift, maps encouraged the development of
overlapping spatial, cultural, and political identities. Though her main focus is
cartography, her book also includes discussion of related objects such as fictive
guidebooks of fantastic journeys and satirical maps. Through these materials, Yonemoto
argues, a spatial vernacular was formed, a shared understanding of space and place.
In a similar vein, Elizabeth Berry, argues for the concept of shared knowledge as
the “Library of Public Information” in her book Japan in Print.26 The Library of Public
Information includes popular print culture such as printed encyclopedias, fiction,
guidebooks, and maps. For Berry, these materials are all based on the concept of
classification as a form of logic that enables inquiry—the world is knowable and able to

24

Kōbe Shiritsu Hakubutsukan, Megane-e to Tōkaidō gojusan tsugi ten: Seiyō no eikyō o uketa
ukiyoe (Kobe: Kobe Shiritsu Hakubutsukan, 1984).
25
Marcia Yonemoto, Mapping Early Modern Japan: Space, Place, and Culture In the Tokugawa
Period, 1603-1868 (Berkeley: University of California Press, 2003).
26
Mary Elizabeth Berry, Japan In Print: Information and Nation In the Early Modern Period
(Berkeley: University of California Press, 2006).
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be broken down into smaller, comprehendible parts. Through the commercial print
market, knowledge originally created by the shogunate (mapping, surveys, military
information), is circulated to form a growing cultural literacy. Though Berry does not see
the result of this collective consciousness as the development of a nation, she argues that
it was instrumental in developing a public sphere before the Meiji period.
Writing on another aspect of printed images of place, Robert Dale Goree, in his
dissertation, “Fantasies of the Real: Meisho Zue in Early Modern Japan” takes an
interdisciplinary approach to meisho zue

(illustrated guidebooks).27 Goree

acknowledges the difficulty of addressing these works as they straddle the visual, textual,
historical, poetic, and topographical. In examining these works, Goree stresses the
collaborative aspects of book production, noting not only the direct collaboration of
authors, publishers, and artists, but also larger networks of scholars, readers, and
previously published works. Analyzing text and image together, Goree concludes that
these works were not actually intended as practical travel guides. Instead, they were aids
to imagination, allowing the reader to embark on difficult journeys from the comfort of
their own homes. Thus, these guides to famous places, though rooted in actual
geographies, nonetheless functioned as deeply imagined.
Considering spaces both real and imagined within the framework of Buddhist
pilgrimages and cosmologies, D. Max Moerman has analyzed place within religious
practice. Writing on Kumano pilgrimages, he sees the famed site as both real and

27

Robert Dale Goree, Jr., “Fantasies of the Real: Meisho zue in Early Modern Japan” (Ph.D. diss.,
Yale University, 2010).
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imaginary, an “object of narrative… as well as a center of ritual practice.”28 More
germane to this dissertation, however, is his article on the fantastic Island of Women,
“Demonology and Eroticism: Islands of Women in the Japanese Buddhist Imagination.”29
Considering both Buddhist cosmologies and secular visual culture, Moerman illustrates
how this fictional place appeared as part of Buddhist and secular world maps and how in
turn these traditions informed Edo visual culture as the focus of the, largely male,
audience’s imagination. The residents of this imagined place, who appear in turns
demonic and alluring, were just one of many monstrous races whose homelands appear
on Edo maps, part of an expanding worldview.

Imagining Places: The Project at Hand
This dissertation makes an important intervention into the landscape print
narrative. Encompassing a wider range of print culture, I aim to create another model for
understanding landscapes, and more broadly, representations of place, in late Edo period.
Expanding beyond what may traditionally be understood as landscape, this project
considers images of places real and imagined, maps, encyclopedias, and popular books.
These materials were products of the wide and varied woodblock printing industry, part
of a “print ecosystem” that utilized many of the same publishers, artists, and catered to
the same commoner audience. Together, these materials form a discourse that produced

28

D. Max Moerman, Localizing Paradise: Kumano Pilgrimage and the Religious Landscape of
Premodern Japan (Cambridge: Harvard University Asia Center: Distributed by Harvard
University Press, 2005), 5.
29
D. Max Moerman, “Demonology and Eroticism: Islands of Women in the Japanese Buddhist
Imagination,” Japanese Journal of Religious Studies 36, no. 2 (2009): 351-80.
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many ideas of “place” in a changing world. Landscape prints can no longer be viewed as
separate from this discourse, acknowledging its role as just one part of a larger interest in
“places”—both familiar and foreign.
I work from the fundamental premise that none of these materials were simple
reflections of the topographical reality. International trade, increased domestic travel, and
the rise of cities brought many new “named places” into public consciousness: “Edo,”
“Holland,” and even “The Island of Little People.” Though these places had (sometimes
tenuous) connections to reality, through printed materials produced for the commoner
public, they were imagined anew. Not just imagined, these places were constructed,
defined, classified, and contextualized as their readers assimilated and mastered new
geographies. Focusing on an especially rich period in the development of a new
geographic imagination from the 1770s to the early 1800s, this dissertation examines four
case studies.
Chapter One considers a group of uki-e designed by Utagawa Toyoharu
(1735-1814) and published by Nishimuraya Yohachi

(dates unknown).

Uki-e employed European-style single-point perspective, and were viewed in devices
such as peep boxes and lenses. Uki-e have traditionally been interpreted in terms of
attempts at greater topographical mimesis through the use of European drawing
techniques. Timon Screech has argued, however, that this imported system of
perspective was instead associated with exaggeration and fantasy.30 Working from this
premise, this chapter analyzes how these landscape images promoted a larger fantasy of

30

Screech, “The Meaning of Western Perspective in Edo Popular Culture,” 66.
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Edo as a commercial playground; a view supported by the commercial stakeholders in
both the businesses depicted and the publishing companies.
Chapter Two takes a metaphorical step back, “zooming out” to consider a very
different view of the Japanese landscape: the bird’s-eye views of Kitao Masayoshi
(1764-1824, also known as Kuwagata Keisai

). These images place

viewers at an impossible height, giving them an imagined view of Edo and Japan in an
age before human flight and satellite imagery. Masayoshi’s fascinating biography, rising
from commoner ukiyo-e artist to official daimyo painter, has led scholars to focus on his
“artistic genius” when assessing these innovative landscapes. However, I will
demonstrate that these works were fully embedded within a larger visual culture of
topographical printed works, including uki-e and guidebooks. Furthermore, these prints
were produced by established publishers, and as such were the product of commercial
collaboration between artist and publisher. As part of a vibrant collection of
topographical publications, it is my argument that the bird’s-eye view is less a work of
heroic genius, and more an astute and clever commercial innovation.
The third chapter turns to the fringes of Japanese geographic imagination. As in
many other cultures, numerous “monstrous races” inhabited the edges of Japanese maps.
This chapter focuses on kobitojima

(The Island of Little People), an exotic

country produced entirely through popular imagination and printed books. Kobitojima,
and its inhabitants, the charming kobito

(Little People), a race of miniature dwarves

measuring just inches tall, was only one of the many new countries that had begun to
appear on Japanese world maps during the seventeenth century. Though no Japanese had
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ever visited this fantastic island, the same was true for equally exotic lands such as Brazil,
reportedly inhabited by cannibals. Through both “serious” works of knowledge such as
encyclopedias and maps, as well as illustrated comic fiction, knowledge of the fictional
kobito was produced for the Edo populace. Examining the production of this knowledge,
it is clear that kobito were part of larger knowledge structures that helped the residents of
“closed” Japan navigate an expanding worldview.
The final chapter considers adaptation of cartography to other “spaces.” Mapping,
which appears throughout this dissertation, is always central to discussions of geography,
travel, and international interactions of the Edo period. However, the maps examined in
this chapter have no relationship to physical space. Taking on the form of maps,
privately commissioned picture calendars, daishō egoyomi

(long-short picture

calendars), had no relation to physical spaces, instead they visually communicated the
months of the year. Severed from this original purpose, the cartographic structures are
pressed into service in the mapping of time. For the shogunate, both maps and calendars
were serious tools used to manage the country. For the print-viewing public, these were
new forms to assimilate and adapt to amusing ends. These images, privately
commissioned prints for exchange at New Year’s exemplify both how fully cartographic
conventions had been absorbed by Edo commoners, and how they cleverly utilized these
conventions to chart and comprehend other complex concepts—marrying space and time.
While earlier landscape traditions centered on poetic representations of “named
places,” in the Edo period the world was made up of an astonishingly large number of
new names. This large number required new methods of assimilating and
comprehending these spaces. From the familiar to the exotic, from locales grounded in
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reality to pure fantasy, in the Edo realm of popular visual culture, these new places were
defined, explained, mapped, charted, pictured, and imagined.
Like the Japanese tuna that arrived at the exotic shores of Kobitojima, only to find
itself pelted by tiny spears, those in Edo could find the world suddenly, “unimaginable.”
However, as it will be clear from the proceeding chapters, the geographic creativity that
pervades these works exemplifies the power of the Edo imagination in the production of
new ideas of place.

CHAPTER ONE
The Fantasy of Edo: Utagawa Toyoharu’s Uki-e Prints
Hiraga Gennai

(1728-1780), the famed painter and author, compared

looking at an amusing new genre of image, the uki-e
of the Jar Immortal (known as Kokō

(floating pictures), to the story

), a legendary Chinese eccentric who looked

into a jar and saw paradise.31 Describing the crowds at a popular entertainment spot, he
writes in Nenashigusa

(Rootless Weeds, 1763), “The people who look at

floating pictures imagine themselves to be the Jar Immortal.”
s

s

.32 Printed images drafted with exaggerated linear perspective, uki-e displayed

dramatic views of distant lands, glorious battles of the past, and famous meisho sites.
Gennai’s description of the uncanny experience of viewing uki-e images invokes the
story of the immortal’s nightly visits to a magical paradise inside an ordinary jar. The
wonders of this magical place led him to reject the real world, preferring his fantasy
instead.33 Just like the Jar Immortal, Gennai’s viewers of uki-e were seduced by the
fantasy of the miniature domain before them.

Referred to in this text as kochū no sen 壺中の仙 (The Immortal Inside the Jar). For more on
kochū no sen and uki-e, see Ōkubo, Hiroshige to ukyio-e fukeiga, 44-53.
32
Hiraga Gennai, Hiraga Gennai Zenshū, ed. Hiraga Gennai sensei kenshōkai (Tokyo: Ogiwara
Seibunkan Hatsubai, 1935), 262. Translations of Nenashigusa in this dissertation are my own in
consultation with translation in David Asher Sitkin, “An Edo Satire: Hiraga Gennai’s
Nenashigusa” (M.A. thesis, University of Hawaii, 1977).
33
According to a period encyclopedia, the Jar Immortal appears as part of the story of another
Chinese immortal, Hichōbō
. Hichōbō seeks out the Jar Immortal after seeing him
18
31
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The majority of uki-e were landscapes, deriving from European vedute, sweeping,
panoramic views of cities and famous sites that were popular in the seventeenth and
eighteenth centuries.34 The combination of naturalistic landscape and the inherent bias in
Western art historical tradition to view linear perspective as “realistic” has led many to
interpret these works as attempts to create accurate landscapes that adhere to
topographical reality. This outlook is in accordance with the understanding of the larger
school of ukiyo-e

(pictures of the floating world) as authentic representations of

Edo commoner experience, present since the early writings of Ernest Fenollosa (18531908) who pronounced ukiyo-e the “mirror of Japanese life” in 1896. 35 Uki-e are often
interpreted through the lens of growing interests in foreign scientific study, rangaku
(Dutch learning) that was an important part of eighteenth-century Edo culture.36
Concerned with questions of Western influence and the adoption of geometric

disappear into his wondrous jar every night. Hichōbō finds this paradise disagreeable and returns
to the real world, where he discovers that the ten days he spent in the jar was ten years in the real
world. Terajima Ryōan, Wakan sansai zue, ed. Wakan sansai zue kankō iinkai (Tokyo:
Heibonsha, 1985) vol. 18, 30-31.
34
Here I use the term “landscape” in a general way as a shorthand for images of places and
locations. Some images, especially prints of Edo, are more “cityscape” than landscape. However,
since these both come from the meisho-e tradition, which makes no distinction between city and
countryside, I use the term landscape in this project. Vedute also were closely linked to the city
view. Though Italian paintings and prints are representative of the genre, vedute had its origins in
Dutch city views and a wide range of other topographical images including panoramic views and
genre scenes. Brown University Department of Art, The Origins of the Italian Veduta
(Providence, RI: Department of Art, Brown University, 1978), 7-21.
35
Ernest Francisco Fenollosa and William H. Ketcham, The Masters of Ukioye: A Complete
Historical Description of Japanese Paintings and Color Prints of the Genre School
(Knickerbocker Press: New York, 1896), 1. While it is true that ukiyo-e prints and paintings
depicted contemporary life in new ways unfamiliar to the classically-influenced art of earlier
times, this sentiment has been echoed by scholars up to the present day, and has ignored more
subtle and meaningful readings of ukiyo-e art, especially landscape woodblock prints.
36
For a discussion of the role of uki-e images and the use of special viewing boxes within the
realm of “Dutch learning,” see Screech, The Lens within the Heart, 94-102.

20

perspective, uki-e scholarship is often preoccupied with charting the skill with which
artists comprehended this new drafting technique.
While there is no doubt that these works were celebrated in the period for their
illusionistic qualities, attention to the style of depiction has been emphasized at the cost
of minimizing the subject. I propose another reading of these images as playing to the
desires of the Edo print-buying public that delighted in the idea of a city of pleasure,
leisure, and commercial indulgences. This chapter makes a close study of the set Edo
meisho hachigaseki

(Eight Views of Famous Sights of Edo, c. 1770-

1771) by the artist Utagawa Toyoharu
Nishimuraya Yohachi

(1735-1814) and published by

(dates unknown).37 I contend that the publishers of

these works produced images to meet the desire of consumers to imagine themselves in
this vision of Edo as an urban paradise.

Uki-e
Uki-e have long been of interest to scholars as an early example of the influence
of Western painting and drafting techniques on Edo period prints. Based on European
single-point perspective, these prints use linear qualities of the compositions (often the
architecture) to emphasize parallel lines converging towards a single point at the far
horizon. This form of perspective creates visually expansive spaces, ideal for landscapes

37

Nishimuraya Yohachi’s dates are unclear. He was technically Nishimuraya Yohachi II, the
first Nishimuraya having established the shop, also referred to as Eijudō
, during the
Hōreki era (1751-1764). Inoue Muneo, Nihon kotenseki shoshigaku jiten (Tokyo: Iwanami
Shoten, 1999).
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but also used in images of interiors and kabuki theaters. Though these images may have
seemed illusionistic to some viewers, this does not necessarily mean that they were
viewed as “real”; other viewers found them strange and bizarre.38
While the source of linear perspective in Japan was ultimately European, there
has been debate as to how this new system of representation reached Japan. Julian Lee
describes the two possibilities as “direct-diffusion” (European models arriving directly in
Japan) and “indirect-diffusion” (European perspective mediated by Chinese prints and
books).39 Recent studies make it clear that the initial sources for Japanese perspective
prints were most likely Chinese works.40 Kishi Fumikazu, himself a proponent of
Chinese sources, provides evidence of early influence of Chinese Suzhou prints on the
work of Okumura Masanobu.41
The uncanny and wondrous nature of these works is emphasized by the name
commonly used to refer to the genre. Uki

(floating) refers to the unnatural way that

the images could appear to hover when viewed through a special lensed viewing device
(to be discussed later). The image might seem to float off the ground, disembodied from
its physical source, with the print lying on the ground beneath the device. These viewing

38

Screech argues that uki-e was closely associated with boasting and exaggeration; see his
discussion in Timon Screech, "The Meaning of Western Perspective in Edo Popular Culture," 5869.
39
Lee summarizes the major points of scholars who propose the “direct-diffusion” theory in Lee,
“The Origin and Development of Japanese Landscape Prints,” 195.
40
In Screech’s, “The Meaning of Western Perspective,” he delves into the issue of imported
European books and veduta, noting that the association of linear perspective with prints, which
were not valued as highly as painting, led many in Japan to disregard perspective as “art.” While
these are excellent points, most of Screech’s examples come from the second half of the
eighteenth century, after the first appearances of uki-e.
41
Kishi Fumikazu, Edo no enkinhō: Ukie no shikaku (Tokyo: Keisō Shobō, 1994), 6-10.
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devices further enhanced this strange sense of floating, as both peep boxes and lensed
apparatuses created physically novel modes of viewing. Ishino Hiromichi
his Esoragoto

, in

(Pipe Dreams, 1802) wrote, “You can see things called uki-e in

Edo, from the latter Kyōhō era [1716-1736] which has continued for seventy years. At
that time instead of floating, a certain person humbly said, ‘Because it looked as if one
was sinking into the other side, they should be called kubomi-e.’ They flourished
exceptionally and this is all there is to say about uki-e.”42 Though kubomi-e

,

(sunken pictures) does not appear to have been a common term, references to “floating”
and “sinking” invoke a sense of the peculiar and extraordinary viewing experiences
associated with these illusionistic images.43

Uki-e and the Landscape Print Narrative
In the narrative of landscape imagery in Japanese woodblock prints, scholars
pointing to the early moments of landscape development often invoke uki-e. While
earlier prints had nominally included landscape, as prints of Ōmi hakkei

(Eight

Views of Ōmi) appear earlier in the seventeenth century, it is not until the uki-e that
landscape begins to become the focus of the images.44 In this narrative, the
experimentation with Western-style perspective would be digested and more expertly

42

Transcription in Kishi, Edo no enkinhō, 212.
Screech notes this term in "The Meaning of Western Perspective in Edo Popular Culture,"
(1994), but he also mentions that it only appears in Esoragoto. Kishi also discusses this term but
does not refer to any other uses of it in period texts. I have not found any other references to this
kubomi-e. Screech, “The Meaning of Western Perspective in Edo Popular Culture,” 67n1. Kishi,
Edo no enkinhō, 211.
44
The Eight Views of Ōmi was a poetic trope that became a popular painting subject, especially
in prints. Early landscape prints often utilize this subject matter, though the landscapes are still
more of a backdrop to human activities than the central subject.
43
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mastered by artists of the nineteenth century, such as Katsushika Hokusai and Utagawa
Hiroshige.45 Because of the importance and popularity of nineteenth-century landscape
prints, uki-e has thus been viewed only as an imperfect precursor to the later “landscape
boom,” and discussed mainly in terms of acquisition and adaptation of Western
perspective to Japanese art.46
While uki-e have long been recognized as an important step in the development of
landscape prints, scholarship has revolved mainly around the perfection (or lack there of)
of Western perspective. In English scholarship, there focus has been on methods and
effects of Western influence. For some, such as Julian Lee, the perceived Western
influence on uki-e and its role in the development of landscape prints is problematic—
much of his dissertation centers on disproving the importance of Western single-point
perspective, advancing instead the importance of previous landscape traditions in Japan.
For Lee, the Western linear perspective only influenced landscape works indirectly, and
those that attempted to follow the strict rules of perspective (those producing uki-e) often
failed at their attempts, proof of the mismatch between Western techniques and the East
Asian tradition.

45

The ukiyo-e general narrative emphasizes a surge of landscape beginning in the 1830s. See
Ellis Tinios, "Diversification and Further Popularization of the Full-colour Woodblock Print, c.
1804-68," in Hotei Encyclopedia of Japanese Woodblock Prints, ed. Amy Reigle Newland, vol. 1,
204-211 (Amsterdam: Hotei, 2005). Gary Hickey sees the works of Hiroshige and Hokusai as
“pre-eminent amongst modern meisho-e,” Gary Hickey, "Landscape Prints,” in Hotei
Encyclopedia of Japanese Woodblock Prints, vol. 1, 184. Lee in his dissertation describes
Hiroshige and Hokusai’s work as “the most fruitful cross-cultural germination of Western and
East Asian art during the Edo period.” Lee, “The Origin and Development of Japanese Landscape
Prints,” 5.
46
Lee discusses the uki-e and the role of Western perspective in “The Origin and Development of
Japanese Landscape Prints.” Also Calvin French, Through Closed Doors: Western Influence on
Japanese Art 1639-1853 (Rochester, MI: Meadow Brook Art Gallery, 1984).
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Others, such as Timon Screech, attempt to clarify the reception of linear
perspective, emphasizing the invented nature of this technique that was not universally
accepted. Screech makes the important distinction that linear perspective was viewed in
Japan as “a marvelous invention, not a discovery.”47 This distinction emphasizes how
much this imported system was regarded as a construction, as one of many methods,
instead of the “natural” solution to the depiction of three-dimensional space. Screech
makes an excellent argument for this viewpoint, based on the opinion of contemporary
artists and scholars on Western perspective. However, his focus is on the form of these
works, and their place in the larger discussion of viewing, Western technology, and
popular culture. Uki-e is just one of many parts of Screech’s argument, so less attention is
given to the development of the genre and its production.
Within Japanese scholarship, discussions of uki-e have also been primarily
focused on the acquisition and development of linear perspective. Ōkubo Jun’ichi, in his
discussion of Hiroshige and this history of landscape in ukiyo-e prints, Hiroshige to
ukiyo-e fūkeiga

(Hiroshige and Ukiyo-e Landscape Pictures),

devotes a chapter to uki-e, describing it as influential for the later Hiroshige’s acquisition
and understanding of geometric perspective. Kishi Fumukazu’s Edo no enkinhō: uki-e no
shikaku

:

(Perspective of Edo: The Vision of Uki-e) is an

important study and overview of the development of perspective in Edo woodblock prints.
Including discussions of both the history of uki-e and contemporary descriptions of these
works and their viewing devices, the main focus here is on the changing application of

47

Screech, “Meaning of Western Perspective,” 58.
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linear perspective. Through visual examination of the perspective in key artists’ works,
Kishi analyzes the application of linear perspective throughout the eighteenth and early
nineteenth centuries. Oka Yasumasa’s Megane-e shinkō: ukiyoeshitachi ga nozoita seiyō
:

(New Thoughts on Megane-e: The West

as Seen by Ukiyo-e Artists) is focused on megane-e images made for the camera obscura.
These works, which were popular in the Kamigata area of Japan (the region around
Kyoto and Osaka), were similar to uki-e but more closely tied to imported viewing
technology. Oka’s investigation into the megane-e of Maruyama Ōkyo

(1733-

1795) argues for their continued importance into the nineteenth century, linking Ōkyo’s
megane-e with the landscape prints of Utagawa Hiroshige.48
Important complementary studies on karakuri 3

(literally a

“mechanism”), the devices often used to view uki-e, have been the subject of recent
scholarship in Japan. The complicated history of these devices has been difficult to
disentangle in part due to the variety of terms employed during the period and the
evolution of the apparatuses in Japan. Itagaki Shun’ichi’s Edoki shikaku bunka no sozo
to rekishiteki tenkai: Nozoki megane to nozoki karakuri
3

(The Creation and Historical Development of

Edo Period Visual Culture: Nozoki Megane and Nokoki Karakuri) delineates the history
of perspective viewing devices and their development in Japan through the modern

48

Oka Yasumasa, Megane-e shinkō (Tokyo: Chikumashobō, 1992), 125-126.
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period.49 The main focus of Itagaki’s work is on nozoki karakuri

3

,

peepbox amusements that were popular with the Edo public. Itagaki traces the history of
these devices in Japan, with a particular interest in the development of these works as
public amusements that would continue into the modern period. An article by Sakai
Mika’s article deals with issues of terminology directly, investigating the history and
development of words used for these devices.50 Sakai delves into popular types of
Western viewing devices and the arrival of these objects and the term “karakuri” in the
seventeenth century. “Karakuri” was a flexible term that could designate a variety of
apparatuses, including lensed viewing devices and automata puppets. Sakai’s discussion
of the appearance and usage of these words confirms the fluidity of terminology for these
devices.
The scholarship on uki-e, megane-e, and related devices thus far has explored
how Japanese artists adopted and adapted geometric perspective. This scholarship has
been influential in illustrating how international artistic exchange continued to occur
during the Edo period. Initially inspired by foreign work, Japanese artists and their
publishers quickly adapted these new techniques to suit the local market.

The Introduction and Development of Uki-e
The Japanese use of single-point perspective did not emerge out of a gradual
development in painting, as it did in Renaissance Italy; instead it was imported from

49

Itagaki Shun’ichi, Edoki shikaku bunka no sōzō to rekishiteki tenkai: Nozokimegane to
nozokikarakuri (Tokyo: Miyai Shoten, 2012).
50
Sakai Mika, “Nozoki karakuri, ‘karakuri,’ kō,” Nenpō hibunji shiryō kenkyū 10 (2014): 409-38.
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abroad as a fully developed system of spatial representation.51 When shogun Tokugawa
Yoshimune relaxed importation laws in 1720, a greater number of Western art books and
art works reached Japanese shores.52 While the exaggerated use of Western-style singlepoint perspective is clearly the result of adaptation from Western prints and painting
manuals, it seems likely that the fundamentals of the technique may have been initially
assimilated through imported prints and books from China. 53 These Chinese and
European books transmitted European drafting techniques to Japanese artists. Early
books dealing with perspective include: the Jesuit painter Giuseppe Castiglione’s (16881736) 1731 manual on perspective, published in Chinese during his time at the Qianlong
emperor’s court; a 1734 Japanese surveying manual Kiku genpō chōken bengi
(Explanation of Surveying) by Shimada Dōkan

(dates unknown),

based on the 1644 Dutch Mr. Desargue’s General Rules for Drawing Perspective, Using
both Geometry and Precise Measurements; and a Chinese version of Andrea Pozzo’s
Perspectiva Pictorum et Architectorum, published in 1735.54 As the eighteenth century
progressed, Western copperplate prints, especially vedute (sometimes called

51

Many scholars have made studies of the development of geometric perspective and the possible
meanings of these developments. See Erwin Panofsky, Perspective as Symbolic Form (New
York and Cambridge, MA: Zone Books distributed by MIT Press, 1991); James Elkins, The
Poetics of Perspective (Ithaca: Cornell University Press, 1994); Hubert Damisch, The Origin of
Perspective (Cambridge, MA: MIT Press, 1994).
52
Though Chinese books (not Western) had been banned in 1630 due to fears of the influence of
Christianity, interest in foreign learning and technology continued. Grant Kohn Goodman, The
Dutch Impact on Japan (1640-1853) (Leiden: E.J. Brill, 1967), 40-41. Sarah E. Thompson and
Harry D. Harootunian, Undercurrents in the Floating World: Censorship and Japanese Prints
(New York: Asia Society Galleries, 1991).
53
Kishi, Edo no enkinhō, 6-10.
54
Ota, “Re-Presenting the Capital,” 50. French, Through Closed Doors, 95. Goodman, The Dutch
Impact on Japan, 448.
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perspectives), which uki-e closely resemble, entered Japan.55 The direct influence of
these works can be seen in eighteenth century uki-e prints of foreign countries that are
clearly modeled on Western copperplates by artists such as Giovanni Antonio Canal
(1697-1768, better known as Canaletto).56 Incredibly popular in Europe, vedute, like ukie, featured expansive landscapes and cityscapes, their exaggerated linear perspective
drawing their viewers in.57
The term uki-e appears as early as 1739, in a listing of events and phenomena in
Zoku dankai

(Sequel to Sea of Tales).58 This coincides with what is generally

accepted to be the first uki-e publication c. 1739-1745 by Okumura Masanobu
(1686-1764).59 The works of artists such as Masanobu, Nishimura Shigenaga
(possibly 1697-1756), and Torii Kiyotada

(active c. 1720-1750) comprised the

first period of uki-e production, from roughly 1739 through the Hōreki period (17511765).60 Large and hand-colored, these prints focused on the already-popular subjects of

55

Screech, The Lens within the Heart, 97.
Nomura, “Utagawa Toyoharu ni yoru uki-e no kakushin,” 100-102.
57
These prints traced their origins back to Dutch city views of the seventeenth century. During
the mid-eighteenth century, printed works for use with viewing devices became incredibly
popular both in England and Europe. Tourists making the “Grand Tour” remarked that they were
already familiar with famed landscapes of Venice due to their repeated viwings of these prints.
For the origins and development of vedute see Brown University, The Origins of the Italian
Veduta: An Exhibition by the Department of Art. For the works of Canaletto, see W.G. Constable,
Canaletto: Giovanni Antonio Canal, 1697-1768 (Oxford: The Claendon Press, 1976). For a
discussion of vedute prints made specifically for optical devices (also called vues d’optique) see
Erin C. Blake, “Virtual Reality, and the Mapping of Polite Society in Eighteenth-Century
England” (Ph.D. diss., Massachussetts Institute of Technology, 2003).
58
Kishi, Edo no enkinhō, 1-3.
59
Ibid, 18-21. Ōkubo, Hiroshige to ukiyoe fūkeiga, 36-37. Nomura, “Utagawa Toyoharu ni yoru
uki-e no gareki ni tsuite,” 5. Julian Lee believes that Masanobu’s use of “kongen” in this print,
making him the “originator,” is boastful, and that Torii Kiyotada was actually the originator of
the genre. However, Nomura and Kishi accept Masanobu as the originator.
60
I use here Kishi’s classification of the periods of uki-e production. Kishi, Edo no enkinhō, 6.
56
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Japanese prints, the world of the pleasure quarters and kabuki theater, though now the
figures were framed within expansive spaces created by the illusionistic perspective of
the uki-e.
Okumura Masanobu is thought to be the first to introduce the print-buying public
to the uki-e image. While there is some debate as to the dating of this first work, it is
currently thought to date to 1745 and is nonetheless representative of this early type of
uki-e image (fig. 1.1).61 Acting as both artist and publisher (which he often did),
Masanobu claims the title of “originator” (

, kongen) for uki-e in his signature.62 The

scene, an interior of the Ichimura Theater during a performance by Ichikawa Danjūrō,
employs geometric perspective to great effect. The floorboards of the stage and the
architecture of the theater delineate the strong diagonal lines of the perspectival
composition. The ceiling, a relatively new addition to kabuki theaters (1724 marked the
advent of tiled roofs and second floors for the theater) further emphasizes the use of a
rigid perspectival system, leading the eye to the center of the composition, the backdrop
of the kabuki stage, vaguely centered on top of the peak of Mount Fuji within the
backdrop. Though the subject is allegedly the kabuki play on stage, the antics of the

61

The dating of this print has been debated due to the dating of the play and the actors in the roles.
Kuroda Genji initially dated this print to 1740, based on the actors, theater, and play represented.
However, as Kishi has argued, this print may not have been meant to represent a specific
performance, but was instead a representative image of the theater as a famous place. Using the
lanterns emblazoned with actors’ mon, Kishi believes 1745 is a more appropriate date. Kuroda
Genji, Seiyō no eikyō o uketaru nihonga (Kyoto: Chūgai Shuppan Kabushiki Kaisha, 1924); Kishi,
Edo no enkinhō, 20.
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Masanobu was a master of self-promotion through using his signatures, see Sarah Thompson,
“The Original Source (Accept no Substitutes!): Okumura Masanobu” in Designed for Pleasure:
The World of Edo Japan In Prints and Paintings, 1680-1860. (New York: Asia Society and
Japanese Art Society of America, 2008). This claim is also made in Ukiyo-e ruikō. See Ōta
Nanpo, Ukiyo-e ruikō, ed. Nakada Katsunosuke (Tokyo: Iwanami Bunko, 1941), 80-1.
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public are Masanobu’s focus. The activities of members of the crowd closest to the
viewer, farthest from the stage, command the most attention: a server running through
with a sake kettle makes his way through the crowd, others in the boxes seem to gaze up
at patrons in the second-floor gallery, turning their faces away from the stage and
ignoring the performance in front of them in favor of the “performance” of the crowd.
This scenario contrasts with the more conventional kabuki prints of the early-tomid eighteenth century, where the emphasis was clearly placed on the actors in
performance of their roles. For example, another print also by Masanobu of the 1720s
depicts the actors Ichimura Takenojō IV

and Ogino Izaburō I

(fig. 1.2). The actors take up nearly the entire hosoban-sized paper (roughly five inches
by thirteen inches), with their two bodies stacked almost vertically to make best use of
the space. Special attention is paid to the elaborately patterned fabrics of Ogino Izaburō
in the role of a courtesan. The actor is seated upon a covered table, gazing down at
chicly-dressed Ichimura Takenojō. Only the slightest hints are given to their
surroundings—edges of a clothing rack, a sliding shōji door and the upper eaves of the
roof. Furthermore, no indication is given to the artifice of the theater, of the space of the
stage, or of the use of props. Though both images might be classified as “kabuki prints,”
Masanobu’s uki-e image is differentiated by presenting a kabuki play in a way that
stresses artifice and fiction, drawing the viewer out of the fantasy created by conventional
kabuki prints and instead asking them to consider the theater as a subject itself, especially
the kabuki theatergoers within it.
It was not just the unusual visual composition that set uki-e apart from other prints.
The modes of viewing, the physicality of looking, were also different. Shortly after uki-e
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were introduced, so were specialized viewing devices, following European models.63
While uki-e did not require the use of a special device, these apparatuses enhanced the
viewing experience.64 Beginning in the latter half of the sixteenth century, the terms
“karakuri,” “nozoki karakuri,” and “karakuri no hako,” began to appear in publications.
These flexible terms refer to several types of devices, including lensed peepboxes but
also automata puppets shows.65 By the mid eighteenth century two main types of devices
existed: the nozoki megane and nozoki karakuri.66 A variety of terms appear to have been
used interchangeably during the Edo period, and issues of terminology remain today.
These terms include nozoki megane
(peeping device), and oranda megane

(peeping glasses) nozoki karakuri

3

(Dutch glasses).67 Modern

scholarship in Japanese tends to classify devices using both lenses and mirrors as nozoki
megane, and those using lenses alone (often in conjunction with a box) as nozoki
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Records of Dutch “perspective boxes” appear in the seventeenth century, these appear to be the
perspectiff type with painted interiors. Oka states that European peep box devices first appeared
in Japan in 1717. Oka, Megane-e shinkō, 89-90, 118. Ota notes that viewing devices became to
be produced domestically in the Kansai area sometime during the mid-eighteenth century. Ota,
“Re-Presenting the Capital,” 58. Indeed, as Screech points out, In Santō Kyōden’s 1782 Gozonji
no shōbaimono (Trade Goods You All Know About), a “Great Dutch Peepbox” is illustrated, its
operator sitting on a box presumably filled with images for the device labled uki-e. Screech, The
Lens within the Heart, 121-124.
64
Images (both painted and printed) known as megane-e in contrast were often intended
specifically for use in viewing devices. This situation is clear from the reversal of the image and
text to adjust for the use of mirrors in the apparatuses. However, it is likely that people also
viewed such works without devices, ignoring the improper position of buildings and reversal of
texts. Megane-e, which appeared in the 1750s, would have effects on later uki-e. For more on
megane-e, see Ota, “Re-presenting the Capital.”
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Sakai, “Nozoki karakuri, ‘karakuri,’ kō,” 414-415.
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nozoki megane arriving later, possibly around 1755. Oka, Megane-e shinkō, 89-90, 118.
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As Sakai discusses, a variety of terms are used for these devices, often interchangeably, and
without clear distinction.

32

karakuri.68 Though the two devices took very different forms, they both had the effect of
further emphasizing and exaggerating the use of geometric perspective in the prints,
producing a viewing experience that furthered the fantasy of the illusionistic scene.
The nozoki megane commonly consisted of a stand with both a mirror and lens
attached. Sometimes referred to as a “diagonal viewing machine,” zograscope was a
term first coined in mid-eighteenth-century England.69 Possibly originating in England,
these devices were also popular in Italy, France, and Germany.70 Intended mainly for
domestic settings, they were often packaged together with prints and quickly became
popular. The method of viewing in Japan was similar to those abroad: the viewer would
place the print on the floor or table, then place the zograscope/nozoki megane in front of
it on the same surface. The lens would then be perpendicular to the print, making use of
the mirror to reflect the print into the field of view of the lens. Peering through the
lens/mirror combination reversed and magnified the image, intensifying the viewing
experience and producing a sense of wonder as the print you were viewing appeared
actually “hovering” above object itself, which lay on the floor.
The use of such a device can be seen in this print by the artist Suzuki Harunobu
(1725-1770) c. 1770, where a couple enjoys viewing a landscape print through
the nozoki megane (fig. 1.3). They turn and glance at each other, perhaps discussing the
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Here I use Itagaki’s definition of nozoki megane and nozoki karakuri, which is also used by
Oka, Tanemura, and Screech. While Maki Fukuoka, writing in English, uses “nozoki megane” to
refer to peep boxes, I prefer to follow Itagaki’s definition. Maki Fukuoka, “Contextualizing the
Peep-box in Tokugawa Japan,” Early Popular Visual Culture 3, no. 1 (2006): 17-42.
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Erin C. Blake, “Zograscopes, Perspective Prints, and the Mapping of Polite Space (Ph.D. diss.,
Stanford University, 2000), 7.
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Ibid, 13.
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view of hills and streams they see before them, though interestingly neither glances out
towards the open verandah, ignoring the physical landscape around them in favor of the
novelty of the constructed, illusionistic view. Scholars believe that the device in the print
is of French import, but there were also domestic versions available. The painter and
print artist Shiba Kōkan

(1747-1818) built his own to view his copperplate

etchings of landscapes.71
Peep box style apparatuses appeared earlier than the nozoki megane, and may
have had a longer life in the commercial market. The Dutch imported some form of
peepbox into Japan as early as the seventeenth century.72 The earliest domestic versions
of nozoki karakuri appear in the Kansai region at the end of the seventeenth century and
were popular in the city of Edo by around 1720.73 This was an extremely popular
amusement at fairs and temple grounds, and it is depicted repeatedly in paintings, prints,
and illustrated books. The construction was simpler than the nozoki megane and
consisted of a box with a lens attached. The print would be slid into the box at one end
and would be viewed through the lens placed within a small peephole at the other end.
Since it contained no mirrors, the box did not reverse the image, but “peeping” into the
box and discovering a “hidden world” within the contraption shaped the viewer’s
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See French, Through Closed Doors; also Screech, The Lens within the Heart, 100.
The arrival of this “perspective box” is noted in a Dutch diary entry, reproduced in Nagasaki
Oranda shokan no nikki, vol. 2 (Tokyo: Iwanami shoten, 1980), 133. These “perspective boxes,”
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experience. These boxes seem to have come in a variety of sizes, for both public and
private use. They often appear as popular misemono

(sideshow) attractions in

Edo books, and according to contemporary accounts they included both sensational and
informative subject matter to entice their viewers.74 Large boxes for commercial use
often included several peeping holes, the jostling of other patrons and noise of the
operator calling to potential customers mediating the immersive experience of peering
into the fantastical device. In an illustration from Yūkun ominaeshi
(Maidenflower Playgirls) from 1709, two small children can be seen peering into a large
(but still portable) peep box (fig. 1.4). The operator, wearing a traveling hat pulled low
over his face, kneels nearby. The sign above the box illustrates a hint at what we might
see inside—in this case a dashing actor, suggesting perhaps a kabuki scene. The writing
on the sign tells us that this is a “Takeda karakuri”

3

(Takeda device). The

Takeda company was a well-known proprietor of peep show boxes and automata
entertainments, whose devices appear quite frequently in late eighteenth-century printed
works, including Akisato Ritō’s Settsu meisho zue

(Illustrated Guidebook

of Famous sites in Settsu, 1796).75 The Takeda peepboxes were so well known that the
company name became synonymous with the devices themselves.
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Andrew L. Markus, "The Carnival of Edo: Misemono Spectacles From Contemporary
Accounts," Harvard Journal of Asiatic Studies 45, no. 2 (1985), 524-526. See also Itagaki, Edoki
shikaku bunka no sōzō to rekishiteki tenkai, 81-84.
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For further discussion of the Takeda company, see Sakai, "Nozoki karakuri, 'karakuri' kō," 418420. Also Screech, The Lens Within the Heart, 75–77. See also Itagaki, Edoki shikaku bunka no
sōzō to rekishiteki tenkai, 84-86.
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Takeda also manufactured smaller nozoki karakuri, which were also produced for
personal use, as seen in two prints by Kitagawa Utamaro

(1753?-1806). In

an untitled print from the series Fūryū kodakara awase

(Fashionable

Comparisons of Precious Children), c. 1802, two children grapple as they vie for a
chance to look inside the box, as an attractive woman looks on in amusement (fig. 1.5).
Though what scene the children are viewing is a tantalizing mystery, the box itself
provides clues as to the content in the use of an attached image, similar to the setup of the
large peep-boxes used for public consumption. The image hints at what one might view
in the box, in this case a landscape scene, framed by Tosa-school-style clouds, with a
bridge crossing a wide river and shop banners on the other shore visible in the lower left
corner. On the river, pleasure boats with hanging lanterns can be seen. To the right of
the image, a signboard hangs down, reading Ōkarakuri

3

(large device) and

bearing Takeda crest.76 The box appears to be illuminated by a lattice top, letting light in
to aid in print viewing. The box itself is placed upon a go

table to be more accessible

to the children. Yet another Utamaro print depicts a young woman with a handheld
version of the peepbox, a model very similar to this one, but reduced greatly in size (fig.
1.6). Nozoki karakuri, unlike the nozoki megane, were most likely more pervasive in
Edo—they appear in prints and printed books, and they only required a lens (as opposed
to the more complex lens-mirror combination). Though perhaps producing less of a
“floating” experience than the nozoki megane, the use of an enclosed viewing space
immersed the viewer in a novel viewing experience that enhanced the wondrous nature of
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See Nomura, who links these crests with the Takeda company. Nomura, “Utagawa Toyoharu
ni yoru uki-e no kakushin,” 110-114.
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these prints. These devices no doubt piqued the viewer’s (and consumer’s) interest in the
uki-e images that could accompany them.

Nishimuraya Yohachi and the Uki-e Market
In the crowded print market of the eighteenth century, a sophisticated consumer
had a choice of any number of printed images. Gauging the market’s reaction to any
potential publication was the job of the publisher, the overseer of print production. While
ukiyo-e studies have traditionally placed emphasis on the artist as the originator of an
image, recent scholarship has pointed to the importance of the publisher in the
collaborative ukiyo-e production system.77 The publisher, as opposed to the artist,
controlled the print production process, hiring the artist as a contractor (paid with a
“contribution fee”), often to fulfill a vision of a work that the publisher had already
determined.78 As the publisher assumed financial responsibility for the publication, his
opinion was central to the creation of a print. The chief concerns for a publisher were the
commercial success of a work and the continued promotion of the publishing house’s
reputation—aiming to distinguish it amid a sea of competitors.
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For a recent study of collaboration in Japanese woodblock print production, see Julie Nelson
Davis, Partners in Print: Artistic Collaboration and the Ukiyo-e Market (Honolulu: University of
Hawaiʻi Press, 2015).
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See discussion in Davis, Partners in Print, 115. These remarks come from Bakin’s essay
Enseki zashi (The Swallow and Stone Miscellany), 1811. In Marceau’s discussion of a fictional
account of book production in the Jippensha Ikku kibyōshi, Atariyashita jihon-doiya, it is clear
how the publisher is in control of the process, with the author (and other participants) hired for
their services, for which they receive compensation and an enhanced reputation. Lawrence E.
Marceau, "Behind the Scenes: Narrative and Self-referentiality in Edo Illustrated Popular
Fiction," Japan Forum 21, no. 3 (2010): 405-406.
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By the time of Edo meisho hachigaseki’s production, c. 1769-1770, uki-e were
familiar images. After the initial flourishing of the works in the 1740s, their popularity in
Edo appears to have declined. While artists in the Kamigata region, particularly
Maruyama Ōkyo, began to produce megane-e during the 1750s and 1760s, fewer
perspective images appear among the prints produced in Edo during this time. Megane-e,
unlike uki-e, were specifically intended for use with viewing devices, since their images
were reversed to compensate for the mirror’s reflection. These images (both printed and
painted) had continued influence on Edo uki-e in the later eighteenth century.79
In the 1770s several Edo publishers returned to producing uki-e. One of these
publishers was the firm of Nishimuraya Yohachi, also known as the Eijudō house. The
second Nishimuraya Yohachi, adopted into the Nishimuraya family, was the second son
of the fellow Edo publisher Urokogataya Magobei

.80 This connection

was a boon to the Eijudō house, since Yohachi appears to have brought along publishing
inventory to his new family.81 The Nishimuraya firm published not only popular fiction,
such as kusazōshi
shomotsu

(literally “grass books,” meaning popular books), but also

, scholarly, and religious books.82 With a shop located in the center of the

city at the Bakurochō nichōme section of Nihonbashi, Nishimuraya was poised to take

79

For a discussion of Maruyama Ōkyo’s megan-e, see Ota, “Re-presenting the Capital,” 57-69.
For Ōkyo’s influence on Utagawa Toyoharu, see Nomura, “Utagawa Toyoharu ni yoru uki-e no
kakushin,” 96-100.
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Print, 115.
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advantage of not only local consumers, but also those who traveled and would naturally
pass through this central section of Edo. This shop became one of the most important
publishing houses of the late eighteenth century through mid nineteenth centuries,
employing a popular stable of artists, including Torii Kiyonaga, Isoda Koryūsai,
Katsushika Hokusai, and Utagawa Hiroshige.83
Uki-e appear to have been part of Nishimuraya’s offerings from the earliest
decades of operation. In Andreas Marks’ cataloguing of Nishimuraya print sets and
series, of the eighteen examples produced by Nishimuraya during the 1770s, five are ukie series, all but one brushed by Toyoharu.84 These five uki-e groups are mostly
landscapes of the city of Edo and correspond with Nishimurarya’s other offerings of the
time, which include eleven other landscape series. Most cleverly mix famous Edo sites
and beautiful figures, including Torii Kiyonaga’s Fūryū Edo hakkei
(Fashionable Eight Views of Edo), Fūryū Yoshiwara hakkei
Eight Views of Yoshiwara), and Shiki hakkei

(Fashionable

(Eight Views of the Four

Seasons). Though our current abilities to date prints from this period makes it difficult to
state which series came first, it is clear that images of Edo and famous sites of the city
were part of Nishimuraya’s planned commercial production during the 1770s.
Nishimuraya had identified a desire in the market for images celebrating the famous sites
of the commoner’s city, and like any shrewd businessman, he rushed to feed this desire.
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See discussion of Nishimuraya’s collaboration with Torii Kiyonaga on the erotic work Sode no
maki (The Scroll of the Sleeve), in Davis, Partners in Print, 108-142.
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Though not necessarily complete, I use here Andreas Marks’ listing of Nishimuraya prints.
Andreas Marks, Publishers of Japanese Woodblock Prints: A Compendium (Leiden: Hotei
Publishing, 2011).
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By the 1770s, uki-e seem no longer to have been inherently fresh. The public had
grown accustomed to the strange and wondrous linear perspective. A publisher could no
longer count on the sheer novelty of perspective to sell the prints—he had to capture the
public’s interest in other ways. Nishimuraya appears to have tried a number of
approaches with Toyoharu during the 1770s. Toyoharu’s Uki-e wakoku no keiseki
(Scenes of Japan in Perspective Pictures), also produced for Nishimuraya in
the early 1770s, expanded beyond the familiar sites of Edo and included other famous
locations in Japan, including the Sanjūsangendō in Kyoto and the Benzaiten Shrine at
Itsukushima, as well as those of the historical battles at Ichinotani and Dannoura. Other
Toyoharu uki-e for Nishimuraya from this period include truly fantastical views, such an
illustration of the classic children’s tale of The Mouse’s Wedding and an elaborate party
for the Seven Lucky Gods. These attempts to revitalize the perspectival print may have
worked; many of Toyoharu’s uki-e from this period and the decades following show
signs of heavy block wear, indicating that they were so popular they were printed and
reprinted until the blocks wore down.
This 1770s revival of uki-e, led by Nishimuraya and his artist Toyoharu, seems to
have been successful in reestablishing uki-e as a popular genre of ukiyo-e prints for
several decades. Though not as popular as actor prints and beautiful women, uki-e prints
are thereafter to be regularly produced until the early years of the nineteenth century.
The availability of nozoki karakuri and the coordinated marketing efforts of publishers to
promote uki-e works would have helped this popularity. It was not uncommon for ukiyoe images to include famous shops and products, sometimes as deliberate advertising, and
the inclusion of Takeda’s shop sign in prints is a nod to the types of boxes that enhanced
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uki-e viewing and no doubt helped increase the sales of these prints. It would have been
advantageous for publishers to promote the peepboxes for which they produced the prints
to activate the viewing devices. As discussed above, these peepboxes appear in prints,
such as Utamaro’s Fūryū kodakara awase (fig 1.5). The publisher Izumiya Ichibei, who
also produced a number of uki-e prints, published that work in 1802. His Utamaro print
not only capitalized on the popularity of the now-common pastime of viewing uki-e
prints, but also encouraged the purchase of his shop’s uki-e prints, no doubt available
nearby in the same racks as the Utamaro work. While uki-e may have initially been
defined by the artistic invention of single-point perspective, the economic concerns of the
publishers involved helped incubate and grow the public’s interest in these works,
encouraging and establishing the subgenre, which would have a lasting impact on ukiyo-e
landscape prints into the mid nineteenth century.

Utagawa Toyoharu and Uki-e
In the 1770s when Nishimuraya hired on Utagawa Toyoharu for several uki-e
series, the artist was relatively new to the Edo scene, having arrived in the city in the
1760s. Though Utagawa Toyoharu is widely recognized as the originator of the
prominent Utagawa school line, his own work has received relatively little attention. His
biography remains unclear, and little is known of his work before he came to Edo. It is
generally believed that Toyoharu was born to the family of an official painter in service
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to the Usuki domain in Bungo, but there is much debate as to his artistic training.85
Before he came to Edo, he may have spent time in the Kansai area, probably studying
with the Kano school artist Tsuruzawa Tangei

(died 1769), a Kanō school

artist in Kyoto.86 During this time he was likely exposed to the megane-e of Maruyama
Ōkyo, works that profoundly influenced uki-e that he began designing in Edo.
In two recent articles, Nomura Ayano substantially changes our understanding of
Toyoharu’s artistic development. Nomura establishes a framework of the artist’s
biography and artistic influences and offers the first attempt at a dating system for his
printed work.87 In both articles, Nomura proposes that Toyoharu acquired the skills to
draft uki-e images while he was living in the Kamigata area, developing his style in
response to Maruyama Ōkyo’s megane-e. Using mainly stylistic comparisons, Nomura
argues against the previously held notion that Toyoharu was indirectly influenced by
Ōkyo’s megane-e through his study with Tangei in Kyoto. Instead Nomura demonstrates
that Toyoharu had direct access to these megane-e prints, which were published in great
number in the 1750s and 1760s, and would have used them as sources. Nomura also
demonstrates that Toyoharu would also have seen Western copperplate prints at this time.

85

There are three main theories as to his birthplace: Edo, Usuki in Bungo province, and Toyōka
in Tajima province. Modern scholars now prefer the Usuki theory. Kokusai ukiyoe gakkai,
Ukiyo-e daijiten (Tokyo: Tōkyōdō Shuppan, 2008), 63-65.
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The combination of both, Nomura proposes, resulted in Toyoharu absorbing new
methods of handling space, critically right before he moved to Edo scene. This approach
would continue to surface in the works of his disciples in the nineteenth century, making
it one of his lasting contributions to the field. Together with Nomura’s excellent dating
system for Toyoharu’s sets, these articles represent important contributions to the study
of Toyoharu and uki-e development in general.
Whatever his initial training may have been, it is clear that Toyoharu came to Edo
sometime during the 1760s. He began producing ukiyo-e woodblock print images for a
variety of publishers, but most seem to have been commissioned by Nishimuraya
Yohachi.88 It is conjectured that he first lived in the Shiba Sanjima-chō
Edo, located near Utagawa-chō

area of

, from where it is presumed he adopted his

artistic name.89 Toyoharu first appears on the Edo print scene around 1767, designing
actor prints and beauties in the popular style of Suzuki Harunobu. He appears to have
quickly been commissioned with designs for the uki-e genre, producing numerous
examples for several different publishers from the 1770s through the 1790s.
The little worlds created within Toyoharu’s uki-e images are wide and varied.
One question that comes to the fore here is how Toyoharu worked with publishers: was
he commissioned by a publisher to produce an uki-e image and, once that image became
popular, was he asked by other publishers for additional designs? Or did the artist shop
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his designs around to publishers until he received a commission? What we can determine
is that shortly after arriving in Edo Toyoharu seems to have begun by making designs of
the uki-e standards – kabuki theater interiors and the Yoshiwara Great Gate –in imitation
of earlier models. Indeed, his first print in the uki-e mode (and labeled as such in the
upper right) is clearly indebted to the earlier uki-e works by Okumura Masanobu and
Nishimura Shigenaga (fig. 1.7).90 This print, which Nomura dates to 1767, replicates the
basic structure of the interior kabuki uki-e images, a composition that harkens back to
Masanobu’s print of 1739. As in Masanobu’s kabuki uki-e print, this interior of a theatre
makes use of the strong diagonal lines, now closely associated with uki-e, to delineate the
space of the theater. Just as in Masanobu’s print, Toyoharu here too places emphasis not
on the performance occurring on stage, but on the antics of the audience members
enjoying the show.
While Toyoharu may have been first commissioned for designs of these wellestablished subjects of uki-e, his repertoire soon expanded to include other famed sites of
Edo, probably at the request of his publishers. Soon, these new Toyoharu uki-e could
also transport the viewer to more remote locations, such as China and Europe, providing
a way to virtually travel to impossibly inaccessible locations for the Edo viewer. The
exotic mode of the image, with the use of single-point perspective, and the striking views
of foreign countries may have been particularly apt. However, it was equally applied
throughout his career to more familiar scenes, and repeatedly produced images of Edo.
Commissioned by Nishimuraya, the set Edo meisho hachigaseki represents one of
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Toyoharu’s earlier engagements with the uki-e format for the depiction of Edo meisho,
and he would continue to revisit this subject matter throughout his career.91

Edo meisho hachigaseki: Eight Views of Famous Sites of Edo
The set Edo meisho hachigaseki employs the uki-e approach to eight locations in
the city of Edo.92 The motif of the Eight Views derives from the Chinese painting group,
the Eight Views of the Xiao and Xiang Rivers (the earliest extant paintings date to the
eleventh century); these were later adopted and adapted in Japan in the fourteenth
century.93 The Japanese quickly employed this motif to present eight views of domestic
topography, replacing the Chinese sites first with the historically significant Ōmi area
around Lake Biwa in Kyoto, and then with other selected locations.94 As Shirane points
out, this cluster became so common that by the Edo period it was said that every province
had its own Eight Views.95 However, these landscape images were grounded first and
foremost in the conventional poetic titles associated with each view, such as “returning
sails” or “descending geese.” It was these titles that defined the interpretation and
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I use Nomura’s dating of the series here. This period, c. 1770-71, marks the beginning of
Toyoharu’s relationship with Nishimuraya, and the publisher would continue to commission uki-e
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identification of the place, not the actual topography of the space. By the mid-eighteenth
century this motif was so ubiquitous that it became the elegant framework for the print
set Zashiki hakkei, or “Eight Views of the Parlor,” which was conceived by samurai and
amateur poet Ōkubo Tadanobu

(1722-1777, also known as Kyosen

)

and drawn by Suzuki Harunobu, in which beautiful young women in elegant interiors
engage in activities that allude to the poetic descriptions of the Eight Views (fig. 1.8).96
By utilizing this familiar framework of the eight famous sites, the print set references the
earlier classical tradition of meisho series already well known to the public.

Framing Edo: The Tsuitate Border
As stated earlier, Nishimuraya tried several different approaches during the 1770s
to revitalize interest in the somewhat stale genre of uki-e. This set stands apart from
other uki-e in many ways by its luxurious, high quality of printing and the addition of an
unusual imitative tsuitate

(painted standing screen) frame. Both features work

together to create a luxurious work that engages the viewer in a fresh viewing experience.
The product of a savvy publisher and his skilled artist, this curious visual framing would
have impressed and intrigued the sophisticated Edo print consumer.
Uki-e prints come in a wide variety of sizes, from early large-scale ōōban
works of the 1740s (roughly fourteen by eighteen inches) to the nearly miniature works
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Jeannie Kenmotsu discusses this series in the context of the development of full-color printing
in “The Color Revolution: Printed Books In Eighteenth-Century Japan” (Ph. D. diss., University
of Pennsylvania, 2016).
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created under the Toyoharu signature.97 Edo meisho hachigaseki is an ōban-sized
work (roughly ten by fifteen inches), carefully printed in a limited range of colors.
Produced after the introduction of full-color printing in the mid-1760s, this set’s palette
of oranges, pinks, and greens seems to harken back to earlier hand-colored works. While
this limitation could have been made for economic concerns, it seems more likely an
aesthetic choice, because the colors are finely printed and include pigments such as lead
orange. Equally indicative of the quality of the work is the skillful carving, particularly
impressive in the minuscule texts and minute details as the image recedes to the central
vanishing point. This relatively large, carefully produced set of Eight Views was clearly
intended as an elegant production.
The care shown in this set was not the standard for all uki-e images. For example,
if we compare Nishimuraya and Toyoharu’s view of Kinryūzan Temple with a very
similar image designed by Utagawa Toyokuni for Izumiya Ichibei

c.

1790-1804, differences emerge between the two productions (figs. 1.17 and 1.9
respectively). Nishimuraya and Toyoharu’s print places an emphasis on minute details,
with tiny figures fully delineated even as they recede into the distance, and mon

crests

visible clearly on individual lantern. The trees are printed elegantly with a boneless
technique (utilizing color only, without outline). The birds that fly above are illustrated
simply, but with bodies and wings clearly differentiated.
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Nomura suggests that these miniature works were intended for use in small nozoki-karakuri, as
in Utamaro’s print. Many of these small works in the collection of the Museum of Fine Arts,
Boston have two images on one sheet, suggesting that they could have been sold as a set and
possibly intended to be folded to create a sturdier “double-sided” image for use in nozoki megane.
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By contrast, Izumiya and Toyokuni’s print seems to use shortcuts to reduce the
amount of detail needed for carving and printing; as the crowd recedes, only the outlines
of the tops of peoples’ heads indicate the figures in the crowd; the lanterns are simply
delineated; and even the birds are now illustrated with a single line, simplifying the
process for carving and printing the blocks. More care appears to have been taken with
the printing of Nishimuraya and Toyoharu’s image, too, while the Izumiya-Toyokuni
work exhibits visible misalignments in the green trees and red of the temple eaves. These
differences may be due to the possibility that the Izumiya-Toyokuni work could be a later
printing (and thus be of lower quality in general), but the inclusion of a greater level of
detail in even the key block design indicates that the Nishimuraya-Toyoharu work was
probably conceived as a higher quality endeavor from the beginning. Nishimuraya was
aiming to set this Toyoharu work apart from others on the market by the quality of the
production.
In their collaboration of the Eight Views, each image is contained within a
decorative border, rendered in imitation of a tsuitate. The screen border is elaborately
decorated, imitating the standard metal fittings in star and floral ornamental motifs,
further emphasizing the mimetic call to the original as a luxurious piece of furniture. The
addition of the border makes it appear as if the uki-e image is itself a painting on this
elaborate standing screen. The print information, including set title, print title, and artist
signature, is printed on the right-hand margin, just outside of the borders of the tsuitate.
The three-comma tomoe

insignia of Nishimuraya Yohei is prominently placed below

the screen border, in the center of the print. While Toyoharu’s signature only appears on
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six of the eight prints, Nishimuraya’s logo is front and center on all eight prints,
indicating the importance of the publisher for this luxurious set.98
Setting the landscape image within an imitative screen border was unusual in ukie practice. Uki-e, unlike many other ukiyo-e images, often have a simple black line
border framing the image. Typically figural prints or landscapes have no such frame,
rather the figure or the landscape spaces simply stand against the blank background of the
paper or merge into the margins. However, uki-e images seemed to have needed the
graphical bounding of a frame. This may have been due to the fact that the perspectival
lines would have needed to extend to the edge of the print, essentially to the edge of the
paper. Perhaps due to the difficulty in printing these images from a carved wood block, a
frame was instituted for simplicity and ease. Another possibility is that the frame
bounded the image, indicating the area meant for viewing, and thus publishing
information, such as the artist’s name and publisher’s name (required by law), could be
placed outside the frame, but still on the print’s surface. Thus, the fantasy of the uki-e
print would not be interrupted by extraneous text. The border indicates the edge where
the imaginative space of linear perspective ends and the world of the viewer begins.
The clear demarcation of imagined and real space may have been needed due to
the regimented nature of viewing perspective images, as suggested above. Indeed, as
many have pointed out, it was widely recognized that “Western images” were works that
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Toyoharu’s signature does not appear on the first two prints of the series, Temple Gate at
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required a highly regimented form of viewing.99 If one were not using a viewing device,
it was felt that to fully comprehend a Western picture, especially one that used geometric
perspective, required that the viewer stand a certain distance from the work, looking at it
straight on in order to get the full effect of the painting technique. No doubt this concern
was especially true for uki-e images, with their heightened sense of perspective and
practice of viewing through devices, that thus required a specific location for engagement.
The frame helped to direct the viewer’s eye, bounding it within the framed fantasy space.
In Edo meisho hachigaseki the use of a decorative border of a tsuitate screen
surrounding each landscape view further contributes to a sense of exotic elegance.
Screens had been imported to Japan from China beginning in the eighth century and were
quickly put into use in Japanese buildings. As both functional and decorative furniture,
they were popular in wealthy, elite households as a way of dividing interior spaces and of
setting the stage for important domestic functions. Japanese screens, both folding (byōbu
) and standing (tsuitate), could be constructed of paper or wood.100 The expansive
surface lent them to decoration, and screens quickly become one of the common painting
formats. While some painted screens were produced for the market by anonymous machi
eshi
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(town painters), many were commissioned from famous painters to function

Screech, “The Meaning of Western Perspective,” 58. Calvin French, Shiba Kōkan (New York:
Weatherhill, 1974). Also Itagaki, Edoki shikaku bunka no sōzō to rekishiteki tenkai, 63-65.
100
Tsuitate could be decorated by either directly painting a wooden surface or by creating
paintings on paper which where then attached to the frame. Miyeko Murase, Masterpieces of
Japanese Screen Painting (New York: G. Braziller, 1990), 7-8.
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as both furniture and art object.101 Often using expensive pigments, such as lapis lazuli
and gold leaf, these were luxury objects available to a small section of Edo society.
The tsuitate standing screen in particular retained an association with Chinese
culture and an air of the exotic. In an early uki-e by Okumura Masanobu, dated to c.
1740, showing a scene set in China, a similar screen is seen dividing space in a villa,
while two beauties play a game of backgammon while watched by a male figure (fig.
1.10). The screen, slightly tilted to follow the perspectival lines, displays the footed stand
and metal fittings similar to Toyoharu’s framing device. This sort of image of an
imagined scene, featuring Chinese figures and architecture was no doubt influenced by
imported Suzhou prints. Indeed a possible Suzhou model has been identified for
Masanobu’s design.102
A similar screen can be spotted in Toyoharu’s uki-e image of the Shichifukujin
Seven Lucky Gods) playing backgammon and instruments inside a distinctly
Chinese-looking building (fig. 1.11). The tsuitate screen as well appears in Toyoharu’s
Japanese scenes, such as Uki-e yukimi shuen no zu

(Perspective

Picture of a Snow-viewing Party), which depicts several men playing go while looking
out over the antics of youths playing in the snow (fig. 1.12). Behind the group of men
stands a tsuitate screen with a design of a tree trunk and peonies. The screen, along with
the go board, elegant brazier, and other accouterments, gives a feeling of luxury and
sophistication present in such a large villa.

101
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For a brief discussion of the production and history of screens, see Ibid.
Kishi, Edo no enkinhō, 8.
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The framing of Edo meisho hachigaseki landscapes as a painted tsuitate screen
conjures up a sense of luxury associated with these specially commissioned art objects.
This richness starkly contrasts with the object’s status as a woodblock print. As massproduced works made for the market, prints were of course collected and enjoyed by a
wide cross-section of society. However, many were intended for a commoner crowd, as
evidenced by their inexpensive prices and lowbrow subjects, printed until the blocks
wore out to meet market demand.
While decorative or imitative borders appear rarely in uki-e images, Toyoharu
also produced one other example for Nishimuraya Yohachi. The print, Uki-e Ōeyama
Shutendōji shuen no zu

(Perspective Picture of

Shutendōji’s Banquet at Mount Ōe), was published c. 1800 (fig. 1.13). In the scene, the
legendary demon Shutendōji’s lair is shown deep in a cave in Mount Ōe, where he is
visited by the warrior Minamoto no Yoritomo

(1147-1199). The rocky frame

suggests that we are looking into the opening of a cave, peeking inside to what appears
nonetheless to be a conventional Japanese mansion. The view into the monster’s palace
is bounded by stony outcroppings encircling the entire image. This border enhances the
view into the demon’s cave, heightening its fantasy. However, in constrast to the device
of the tsuitate screen used in the set under investigation, this print features a second
border in the standard uki-e linear form to enclose the cave-like frame. The line between
fantasy space and viewer space is thus still clearly delineated.
Perhaps Nishimuraya and Toyoharu were looking to an earlier uki-e for
inspiration when they conceived of this view of Shutendōji’s lair. Okumura Masanobu’s
Fūga onna Shutendōji, uki-e kongen

(Elegant Female
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Version of Shutendōji, an Original Perspective Print) features the same scene now made
into a parody of the Shutendōji tale reenacted with beautiful women and set within a
similar rocky frame (fig. 1.14). Published by Urokogataya Magobei, Nishimuraya II’s
father, Masanobu’s print capitalizes on the conventions of the uki-e image, adding to the
viewing experience with this almost whimsical composition.103 Drawing on his family’s
publishing history, Nishimuraya may have asked Toyoharu to use these types of
inventive borders to make the work stand out among other uki-e on the market. Since the
only uki-e prints by Toyoharu that include some sort of framing device were published by
Nishimuraya, it seems likely that the inclusion of the border was either heavily
encouraged by Nishimuraya or else was included at the request of the publisher.
In addition to lending an air of luxury to the print, the framing device of the
tsuitate encodes the viewing experience, enhancing the act of looking itself. The screen
makes use of the same geometric perspective, foreshortening the legs of the stand so that
the screen is also part of the fictional space of the perspective print. As previously
discussed, uki-e, as a visual invention, offered the viewer in an imaginative fantasy that
was illusionistic and yet uncanny. In Edo meisho hachigaseki, the fantasy of the
landscape extended to the screen itself. We as viewers are met with a peculiar
conundrum—do we allow ourselves to be immersed in what appears to be a painted
landscape, bypassing the frame, or do we see the image as a screen decorated with a
landscape, a three-dimensional object forced into the two dimensions of the print plane?
Or is this simply a print of a painted screen? Which view do we consume? Indeed, it
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may be argued that the framed border works against the fiction of the landscape. Frame
and image are in tension with each other, but rather than frustrate us, we may delight in it,
just as an Edo viewer might have appreciated the frisson of competing experiences.
As mentioned above, in the crowded marketplace of ukiyo-e prints, artists and
their publishers were constantly looking for ways to catch their customers’ eyes and
empty their purses. By playing with and against all this combination of painting in print,
these producers toyed with ideas of high and low, art and culture, adding additional layers
of conceptual play to revitalize the genre. This clever and sophisticated visual play likely
appealed to discerning Edo customers. At the same time, it also exalted the selected view
of Edo, boasting of and boosting the city itself.

Printing the City as a Set
The prints in this set are numbered, providing a confirmed total for the group and
a viewing order for the works.104 The first in the group, Ueno niōmon no zu
(Picture of the Ueno Niōmon), depicts the grounds leading to Kan’eiji temple (fig.
1.15). The second print, Kinryūzan no zu

(Picture of Kinryūzan), illustrates

the famed Kinryūzan or Sensōji temple in Asakusa (fig. 1.16). In the third print, Ryōgoku
no zu

(Picture of Ryōgoku), the viewer is delighted with an image of fireworks

over Ryōgoku Bridge (fig. 1.17). Masaki no zu

(Picture of Masaki), fourth in

the set, is filled with the restaurants along the Sumidagawa River near the Masaki Inari
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shrine (fig. 1.18). People enjoying the lush temple grounds in Nippori no zu
(Picture of Nippori) appear fifth in the set (fig. 1.19), while the worldly pleasure of Shin
Yoshiwara no zu

(Picture of the New Yoshiwara), are highlighted in the

sixth print (fig. 1.20). Travelers on the Tōkaido highway can be seen in the seventh print
Shinagawa no zu

(Picture of Shinagawa) (fig. 1.21), and finally kabuki closes

the set in the eighth print Shibai shin kyōgen no zu

(Picture of a

performance of new kyōgen [kabuki]) (fig. 1.22).
These chosen meisho represent a variety of sites. Four show temples and shrines
(Ueno niōmon, Kinryūzan, Masaki, Nippori), and the other four are related to popular
places for entertainment and travel (Ryōgoku, Shinagawa, Shin Yoshiwara, Shibai shin
kyōgen). However, all sites are rendered through the lens of leisure and entertainment.
All but one of the views represent landscapes or cityscapes, ranging from the rolling
hillsides dotted with trees of Nippori to the bustling temple grounds of Kinryūzan. Rivers
figure prominently in Masaki and Ryōgoku, while Edo Bay can be seen in Shinagawa.
Key urban entertainment centers are also highlighted, including the famed Yoshiwara, the
licensed pleasure quarters in the northern part of the city, and, in the only interior scene,
the kabuki theater.
When mapping the locations of the sites, no clear pattern or logic emerges. While
the first meisho of the set, Ueno niōmon, may have been a natural choice, given its
proximity to the “center”—it was located close to Edo Castle— the majority of the other
sites are scattered around shita-machi

or “low city” area, where the commoners of

the city lived, worked, and played. Indeed, if one were to attempt to use the numbering
as an “itinerary,” the traveler would find himself confusingly traversing the city back and
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forth several times as he went from the northern most area of the Yoshiwara (number 6),
then back to the southern edge of Shinagawa (number 7) before returning back to the
center to end at a kabuki theater (number 8). Thus, it appears that the order is not meant
to inspire a particular imaginary journey in the city, but rather to provide the viewer with
a variety of different sites, key areas of popular culture in the city.

At Play in the Temple: Ueno niōmon no zu
The first print of the set, Ueno niōmon no zu, depicts a site at the center of
overlapping religious-political and leisure-commercial activities. The printed landscape
perpetuates an image of the temple as a paradise of recreational consumption. The image
illustrates the imposing covered gate and the grounds leading up to the temple Tōeizan
Kan’eiji

, located in Ueno, near Edo Castle.105 The temple was founded in

1625 by Tokugawa Iemitsu (1604-1651) and designed in consultation with the monk
Tenkai

(1536-1643). From the beginning of its existence, it was closely linked with

the Tokugawa family—Tokugawa Hidetada

(1579-1632) donated the land in

1622, and Tenkai was given building materials and 50,000 ryō to build the temple.106
Furthermore, Iemitsu demoted another nearby Tokugawa temple, Kitain, to make
Kan’eiji the new head of the Tendai sect in the east. As a show of loyalty and support,
daimyo were required to donate to the building of the temple, further reinforcing its
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important position as a Tokugawa-sponsored endeavor.107 Tenkai had been in Tokugawa
Ieyasu’s service since 1608; he was also the creator of the Ieyasu cult and overseer of the
Nikkō Tōshōgū mausoleum. Tenkai and Iemitsu modeled Kan’eiji temple on Mount
Hiei’s Enryaku-ji temple. They sited to the north of the shogun’s castle to protect it, just
as Mount Hiei protected the imperial palace in Kyoto according to East Asian geomancy
laws. The main hall was completed in 1697, and the temple became the mausoleum for
seven Tokugawa shoguns. These key ties to the Tokugawa led Kan’eiji to become the
center of the Ieyasu cult in Edo (a branch shrine for Ieyasu as shinkun

, “divine lord”

was opened within the precincts), further reinforcing its connections to the shogunate.108
The viewer’s eye is led into the picture from the vendors displaying their wares in
the center foreground, through the expansive roadway lined by shops, eventually
reaching the niōmon

(Guardian King Gate) and entrance to the temple grounds.

The more distant green spaces of Kan’eiji temple are only hinted at by the lush tree line
seen just beyond the gate, and the roofs of several other temple buildings that appear
nestled among the trees. Small figures dot the composition, growing smaller in
accordance with the linear perspective and helping to draw the viewer further into the
miniature world.
The large niōmon gate was a landmark of the temple grounds, and visually it
represents Tōeizan in the temple’s entry in Edo meishoki
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Sites in Edo, 1662) the illustrated guidebook by the writer and priest Asai Ryōi
(c. 1612?- 1691) (fig. 1.23).109 In contrast with Toyoharu’s print, the Edo meishoki
focuses solely on the gate. Two men in traveling gear gaze up at the niōmon, only
slightly larger than the figures themselves. In the distance, the rooftops of another temple
building peek out from above the trees. In contrast to the travelers who marvel at the
sight, several elegantly dressed samurai nonchalantly walk towards the temple; perhaps
these are Edo locals familiar with the landmark. The text entry briefly recounts the
temple’s history, retelling its foundation by the monk Tenkai and its relationship with the
Kyoto temple Hiezan. It goes on to describe the use of the name Shinobu no oka
(Shinobu Hill) for the area, which by this time was more commonly known as Ueno. The
entry for Tōeizan ends with the author expressing his wish to enjoy some of the more
illicit activities of the area (iro

, “lust” and sake

, “alcohol”), hinting at the activities

that were likely more attractive to some travelers than the temple itself.110
As the center of the Ieyasu cult and an official prayer temple of the Tokugawa
house and burial grounds, Kan’eiji was an architectural and spatial representation of
shogunal power. The towering pagoda in Toyoharu’s image (barely visible at the far left
of the trees) and the impressive gate speak to the power and authority of the Tokugawa
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and their position as the rulers of the city. This sort of architectural and spatial shaping of
the Edo cityscape was an expression of the shogun’s power over the physical experience
of the city.111 However, while the temple, its construction, and religious associations
may have been an expression of shogunal power, this print instead presents this site as a
place of urban play.
In contrast to Kan’eiji’s religious and political significance, the main focus of
Ueno no niōmon no zu is not the temple, but the wide expanse leading up to the niōmon,
where commoners can be seen enjoying the space: visiting shops and perusing stalls that
line the street. Several of the shop signs advertise okashi

(candy), while others

bear specific shop insignias (which functioned like modern-day logos) as well. These
may have been popular shops, well known to visitors and locals.
The popularity of pilgrimages grew throughout the Edo period, and vendors and
shopkeepers hoping to capitalize on pilgrims’ needs and desires placed themselves in the
most convenient locations. Even in the inner precincts of temples, goods and services
were on sale, while outer precincts included regular fairs and prostitution.112
Contemporary viewers saw no conflict between the religious meaning of a site and these
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more salacious activities that took place within it. Kan’eiji became particularly popular
after the mid-seventeenth century not only for the prostitution and teahouses hinted at in
the Edo meishoki entry, but also as a site of hanami

, or cherry-blossom viewing.

The surrounding grounds at Ueno feature in Ueno hanami no tei

(Viewing

Cherry Blossoms in Ueno) by Hishikawa Moronobu, and sheet 13 of this group may
represent Kan’eiji (fig. 1.24).
Though temples like Kan’eiji were constructed for the veneration of the
Tokugawa and the display of shogunal power, the shogunate also recognized its role as a
green leisure space. Temple grounds served as outlets for the stresses of urban living. In
the early eighteenth century, Tokugawa Yoshimune directed officials to “build temples
and shrines and to plant pine and cherry trees in places away from the built-up areas,
hoping to draw the cultural energies of the populace to exhaustion.”113 The enjoyment of
“pines and cherry trees” promoted by Tokugawa Yoshimune may also be seen in
Nishimura Shigenaga’s, Uki-e Ueno Tōeizan Shinobazu no fūkei
(Perspective View of Shinobazu Pond and Tōeizan Temple at Ueno, 1740s1750s) (fig. 1.25). In this image, a bird’s-eye view of the site provides the viewer an
image of the temple grounds as a whole, including the niōmon, Shinobazu Pond and other
related temple buildings.114 A wide range of people are shown, including children, older
ladies, monks, samura, and young beautiful women (and perhaps even a courtesan),
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exemplifying the varying groups that made use of temple green spaces. Lushly handcolored, the rolling hills are painted in green and red, dotted with blossoming trees.
Produced by an unknown publisher with crest including the stylized character “

,” it

borrows conventions from illustrated guidebooks, using small cartouches to label
important landmarks in the area. By compressing several Ueno beauty spots into one
print, it provides the viewer a visual shorthand to the meisho of the area, functioning
almost like a map.
Regardless of the realities of Ueno as a physical space, Nishimuraya and
Toyoharu made visual choices to create an image that celebrated Kan’eiji as a place of
play for the urban resident in their print. The population of the city takes center stage, as
the vast expanse leading up to the niōmon is filled with over one hundred tiny figures.
Male and female, young and old are clearly visible, as are numerous different types,
including monks, pilgrims, and many others, each type identifiable by its clothing.
Elegant men wearing jackets emblazoned with family mon and carrying double swords
can be seen in the lower left corner, their dress indicating that they are samurai. They
turn to engage with a third man, who tries to direct their attention to the shop near them.
A palanquin bearer on the left points ahead to a group of several men who appear to be
members of a daimyō procession.
This daimyō with his entourage, however, is an outlier in the crowd. His lofty
group’s presence is barely remarked within the scene, except by the two palanquin
bearers. In this image, he is just one of the crowd. This is not an image of the powerful
elite. Instead Nishimuraya and Toyoharu emphasize the casual mixing of urban
commoners and lower-level samurai, who jointly engage in enjoyable temple activities.
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The immersive fantasy space of the uki-e image allows the viewers to wander through
this relaxing paradise, imagining themselves as another sightseer, buying sweets and
people-watching, just like the figures in the print. The temple is almost irrelevant to the
image; its status as a shogunal burial ground and official Tokugawa temple is nearly
forgotten. Instead, this place plays backdrop to the commercial activities that take center
stage. The prominent shop signs overlay an emphasis on the businesses at temple
grounds, privileging the consumer experience over the intentions of the political elite.
The official space is remade into the fantasy playground of the urban population.

A Consumer Paradise: Ryōgoku no zu
Ryōgoku no zu continues this fantasy of Edo (fig. 1.17). The Ryōgoku Bridge,
one of the famous bridges of Edo, received its name, literally “Two Province Bridge,”
due to the fact that it spans the river and the ancient boundaries of two provinces,
Musashi and Shimōsa. Constructed in 1659, it expanded the inhabitable area of Edo and
encouraged further expansion across the river.115 Like Kan’eiji, Ryōgoku Bridge enjoyed
an official status. It was built and initially maintained by the shogunate, designated a
gonyūyōbashi

(official bridge). The designation differentiated it from smaller

bridge installations, where the construction and maintenance of bridges normally fell to
private and community groups.116
The official status of the bridge was further enhanced by the designation of the
space leading to the bridge as an official firebreak (hiyokechi
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or hirokōji

).
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This action was deemed a necessary addition following the Meireki fire of 1657, which
destroyed about three quarters of the city.117 These firebreak spaces were meant as open
spaces to slow the spread of fires and allow for easy access in an emergency. In theory
the lands designated as firebreaks were meant to remain vacant, but as many images
attest, this decree was not honored for very long.
Though Ryōgoku Bridge may have initially been an official bridge, an official
space controlled by the shogunate, it increasingly became a part of the commoner culture
of the city. James McClain described this as the “chōninization” of Edo: the
“appropriation of the space, institutions, and cultural motifs of the city by its merchants
and artisans at the expense of the government and the ruling samurai status group.”118
Due to the rapid currents of the Sumida River, the bridge was too expensive for the
shogun to maintain. In the mid-eighteenth century the shogunate threatened to remove
the bridge completely, but local merchants took on the responsibility of maintaining the
bridge and began to charge crossing tolls to pay for the upkeep.119 Thus, by the time of
Toyoharu’s print the bridge had been taken over by the commoner population.
As in Ueno niōmon no zu, this print offers an imagined view of the Ryōgoku area
as an entertainment paradise. Running diagonally across the composition from the lower
right corner, a row of numerous stalls featuring food and entertainment line the street.
On the left edge, two performers call to customers, trying to gather crowds for the
acrobatics show advertised in a placard above them. Just beyond them fly the banners for
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the Takeda Ōkarakuri—just the sort of peep shows that used large uki-e prints to
entertain the public with fascinating and exotic views. Other diversions are visible,
including the pleasure boats on the river that were hired by the wealthy clients of
Yoshiwara courtesans.
One of the most popular entertainments of the Edo summer was the fireworks at
Ryōgoku. In this print, the brilliant sparkling trails are rendered in orange and white,
bright against the dark night sky. Fireworks displays became closely associated with the
Sumida River and Ryōgoku Bridge during the eighteenth century. Fireworks were
introduced into Japan from China. These arrived in Edo in in 1659, when a man named
Yahei came from Yamato province to Edo, opening the Kagiya shop, becoming the first
local producer.120
Ryōgoku Bridge soon became a popular place to set off fireworks displays.
Hishikawa Moronobu illustration in Edo suzume

(Edo Sparrow, 1677) depicts an

elegantly dressed man setting off a small firework (fig. 1.26). In Moronobu’s illustration,
the act of setting off the fireworks takes center stage; the viewer’s focus is on the man
standing on the prow of a pleasure boat. The sprays of light emanate from a stick as rays
and droplets, capturing the attention for both those on the boat and those traveling on the
bridge that pause in their journey to take in the sight.
Larger displays, like the one shown in Toyoharu’s print, were probably of the
type commissioned by the shogun in 1733 in hopes of warding off the bad luck that had
recently brought widespread famine and cholera to the city.121 Held on the 28th day of the
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fifth month, this event continued to be held annually, and was known as the kawabiraki
or “river opening ceremony.” Aside from festivals, these large displays appeared
on the river regularly. Nenashigusa describes the crowds delight in the fireworks of
Ryōgoku, including the names of the two main firework companies in Edo: “The Tamaya
display their skill at putting fireworks into the tube and the devices of the Kagiya plot to
unfasten the lock the dark night. ‘Look, fireworks!’ a falling star explodes.”122 (
3

(

s

(

. As in other aspects of urban Edo living, the comparison of
connoisseurship of entertainments spread to fireworks as well. The Tamaya and Kagiya
fireworks companies were considered rivals. As one period author contended, “Voices
yelling, ‘Tamaya! Tamaya!’ Resound in the mountains and rivers. There are also Kagiya
fireworks, but Tamaya is more famous; no one praises Kagiya.”123 (
3
s

h

h

3

h

).The sight of fireworks over Ryōgoku Bridge was not only a visual signifier for

the area, but the appreciation of these stupendous displays was part of the chōnin
experience of the city. The kawabiraki became an annual occurance; the fireworks
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joining the calendar of Edo activities and frequently appearing in summer seasonal
images.124
Other activities in this image revolve around the profitable amusements of the
district. By the Hōreki era (1751-63), Ryōgoku was one of four major sakariba
(amusement quarter) sites of Edo, a popular rendezvous destination with teahouses, street
circuses, and other entertainments.125 People of all ages and classes fill the composition.
These crowds of people strolling the street, eating in restaurants, and enjoying the cool of
the river on a summer night must have likewise been an impressive spectacle. According
to Nenashigusa, the crowds were such that “It makes one think that all the houses of the
provinces were empty.”126 (

s

3

).

Here, too, a daimyo is shown, with his small procession crossing the bridge just
below the fireworks display. Hiraga Gennai once more commented in Nenashigusa that
“It is a common proverb that from dawn to dusk one never fails to see three spears on
Ryogoku Bridge.”127 (

i
). The three spears refer to the entourages of daimyō,

emphasizing the varied and crowded traffic on the bridge.
The activities in this quarter revolved around its profitable enterprises. The
restaurant stalls lining the street were not just locations of play but also sites of trade.
Soba and confectionary stalls were established in Edo from the beginning of the
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Tokugawa period, along with more elaborate restaurants that followed in the mid
seventeenth century.128 These food stalls and restaurants were an important part of
everyday culture of Edo life, and it is estimated that by the end of the eighteenth century,
one-quarter of the male population ate their daily lunch at soba stands and similar
shops.129
The shop crests used by these food stalls and tea stands were no doubt symbols
familiar to Edo shoppers. Other signs advertise what is on offer: ni-hachi soba
for a variety of noodles; Osaka kudari

proclaims “just arrived from Osaka,” in

what was probably a reference to some form of entertainments; and “the original!”
nemoto

, enticing people to come try their wares. These signs exemplify the kind of

outdoor advertising common in the urban environment and sakariba entertainment places
in particular. More than simple sustenance, these were branded shops that had
reputations attached to the food and drink they sold under their roofs.
The various entertainments of the sakariba were also commercial enterprises.
Most notable are the shop banners on the far left of the print, closest to the margin, which
proclaim Takeda ōkarakuri. As previously discussed, Takeda not only exhibited largescale nozoki karakuri entertainments, but also produced personal-sized boxes that appear
in ukiyo-e prints. The clear reference to Takeda and their products inserts a clever nod to
the types of viewing devices associated with uki-e prints. Some scholars believe that
these references are “unconscious” or due to Toyoharu’s interest in the Takeda
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entertainments.130 However, this view does not take into account Nishimuraya’s control
and contribution to print production, nor does it account for the presence of Takeda peep
boxes within other Nishimuraya prints. The prominence of these “product placements”
brings up the intriguing possibility that the business included in the prints may have
financially supported the production of the print set.131 Layers of references to products
and companies not only presented Edo as a utopia of consumer delights, but also may
have supported financial relationships between print producers and other Edo businesses.
While the exchange of money was not officially celebrated by the Neo-Confucian
ideologies of the shogun, it was front and center in urban life. Money kept the bustling
metropolis moving. This site, though initially part of official Tokugawa city planning,
quickly became defined by the business activities of the chōnin. Nishimuraya and
Toyoharu’s print elevates this commercialism, presenting Edo as an urban paradise. As
in Ueno niōmon no zu, the viewer of Ryōgoku no zu marvels at the crowds, shopping,
chatting, gawking, and dining. This print, a commercial work itself, and its creators, had
a vested interest in the promotion of Edo as a consumer wonderland, where buying and
selling is promoted as more than a business transaction, but as a pleasurable activity.
Consumption is not just part of the Edo fabric, but a way of life.

130

Lee sees this inclusion as “unconscious,” Lee, "The Origin and Development of Japanese
Landscape Prints," 366. Nomura ties Toyoharu directly to Takeda through the puppet jōrūri plays.
Shikitei Sanba notes that Toyoharu painted kanban for jōruri plays during this time, and the
Takeda karakuri company appears to have developed out of a puppet jōruri troupe. Nomura
posits then that Toyoharu’s direct interest in jōruri led him to include references to the Takeda
company so frequently. Nomura, “Utagawa Toyoharu ni yoru uki-e no kakushin,”114.
131
For a discussion of how brothel owners may have been involved in the production of a
luxurious books of Yoshiwara beauties, see Davis, Partners in Print, 91-104.

68

Love for Sale: Shin Yoshiwara no zu
The sixth print in the set, Shin Yoshiwara no zu presents one of the most familiar
meisho of the city of Edo—the licensed pleasure quarters of the Yoshiwara. One of the
most important venues of the so-called “floating world” culture, the Yoshiwara was
located in the far northern region of the city. Views of the district were repeatedly
depicted in woodblock prints and books. The licensed pleasure quarter was first
established in Edo by 1617, an attempt by the shogunate to control and corral the
prostitution that was unavoidable, and indeed seen as almost necessary in a city largely
populated by warrior-bachelors away from their families. In 1656 the quarter was forced
to move further from the city center, north of Asakusa.132 Its new location was out of the
way and required greater effort from potential customers. As Davis argues, prints and
books encouraged customers to view the journey as worth the trouble, as sex was
certainly available elsewhere in the city.133 The journey was celebrated in texts,
romanticizing the trip as a sort of elegant pilgrimage. As these works describe, the
quarter could be reached by elegant pleasure barge or, at the height of sophistication, on a
rented white horse complete with page.134
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From the earliest Edo guidebooks, the Yoshiwara quarter was clearly one of the
most popular meisho sites of the city. In Edo meishoki, the Yoshiwara is the final entry
of the seven volumes but takes up several pages of text and a double-page spread
illustration (fig. 1.27).135 In this guide to the city, it is the climax of the virtual journey.
Though the site was clearly an attraction, the text appears somewhat in conflict.
Beginning with a standard description of its location to the north and an enumeration of
its major streets, it quickly warns that “As it normally goes, some fools who lose their
hearts to courtesans lose their names and destroy their bodies.”136 (
s

s

s

The text continues to decry the

temptations of the quarter, but these admonishments nonetheless make the Yoshiwara
more attractive. The discussion of the quarter’s denizens (no matter how dangerous they
were to one’s morals) could only serve to heighten the reader’s interest—the listing of
omote ni oshiroi
(crimson lips), and ryūhatsu

(white powdered faces), kuchibiru ni enji
(willow hair) conjure the ideals of beauty for

courtesans.137 Indeed, in the accompanying image the Yoshiwara is presented as an
intriguing and appealing meisho. Smartly dressed men arrive on dappled horses, while
others stroll the main boulevard, chicly attired with bold fans held in front of their faces.
One courtesan appears to be processing through the street, while the rest are obscured
behind their latticed windows. Certainly none of the men seems worried about this visit;
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this representation of their relaxed manner and fashionable clothing is intended to exude
sophistication and romance.
And romance, or at least the fantasy of it, was the product for sale in the
Yoshiwara. Though often characterized as a place of sex and romance, in reality it was
Edo commercialism at its most sophisticated. The life and workings of the quarter
revolved around the making of money and the obscuring of that basic business under
layers of protocol, invented tradition, and romance. Money was always in play, but never
(in theory) openly discussed. Women (and their affections) were for sale, but that sale
required an even greater outlay of cash for events seemingly only tangentially related to
the sex act itself: parties, entertainments, and gifts. The prostitutes, like other products,
were reviewed and compared in printed books, most notably the saiken, guides to the
pleasure quarters, produced twice a year so as to be up-to-date.138 In the pages of a
saiken, the major houses, their locations, and crests were listed, and their courtesans
enumerated along with their ranks and accomplishments. Thus the “products” of the
Yoshiwara, and where to purchase them, were widely circulated in print culture. Indeed,
in uki-e prints, the Yoshiwara was celebrated again and again not as a location for sexual
services, but as a meisho of the city.139 Recasting the space as a meisho obscured the
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original function of the place, rendering it as commoner playground instead of a tool of
governmental control for prostitution.
Nishimuraya and Toyoharu’s uki-e image of the Yoshiwara embraces the industry
of the quarters in its description of the landscape. The view of the Yoshiwara is again
framed by the tsuitate frame seen in the other prints, inviting the viewer to observe the
hustle and bustle of the crowd at the entrance to the Great Gate, or Ōmon, the traditional
entrance to the quarters, identified by the small flag attached to the far left of the gate.
The crowd is so packed that there is no space between the bodies and heads as the scene
recedes into the distance. In the far right foreground, an older man walking with a cane
looks back towards the street beyond. Though his gaze appears to be directing our
attention, he is most likely a blind masseuse, a common service provider in the
Yoshiwara. As our eye is drawn further in, we see the celebrities of the pleasure district,
the courtesans with their distinctive elaborate kimono. One turns to converse with her
small kamuro, child attendant, possibly discussing a particular client or the plans for that
evening’s business. The crowd becomes smaller and smaller as it recedes into the
distance, leaving only the shaven heads of the numerous “shoppers” visible. On the far
left, the composition is bounded by two porters, who, having conveyed their customer to
the quarters, relax and smoke a pipe, no doubt enjoying the view of the beautiful ladies
and amusing human follies before them. The Yoshiwara is seen at the height of activity
with customers making their way along Nakanochō, the main street to the various
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brothels and teahouses—it is nighttime, as indicated by the stars visible in the darkened
sky above.140
Toyoharu’s print emphasizes the marks of the various shops, and great care is
taken to highlight their names and insignias of business in the quarter. The buildings that
guide both the viewer’s eye and the crowds along into the distance have visible, legible
signboards identifying each ageya, teahouses that hosted courtesan-customer visits,
which lined the entrance. These shops have names, such as Matsuya, Surugaya, and
Santōya on the right, and Chōjiya, Iseya, and Tomoeya on the left. Furthermore,
numerous lanterns accompanying the courtesans can be seen bearing the crests of
brothels. These “brands” of the Yoshiwara district are more visible to the viewer than the
ostensible stars of the pleasure quarters—the beautiful women. They are hidden among
the general activity of onlookers, customers, and other members of the Yoshiwara
community.
This print stands in contrast to earlier Yoshiwara uki-e images by other artists.
Okumura Masanobu’s print from the 1740s (fig. 1.28) illustrates a side-view of the
Nakanochō central street. In this composition, the Ōmon is seen at the far right, and the
street of Nakanochō is depicted traversing from right to left across the bottom portion of
the picture plane. This convention may come from earlier seventeenth-century
guidebooks, such as Edo suzume and Edo meishoki, both of which feature the entrance
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gate on the right with the Nakanochō street running parallel to the viewing plane (figs.
1.29 and 1.28, respectively).
In Masanobu’s print, the recession into space common to uki-e prints is here used
to exaggerate the immeasurable depths of the ageya, whose entrance opens up onto the
street. This view of the quarter allows for a clearer view of the star of the quarter, the
elegantly dressed courtesan and her entourage visible in the center of the lower register.
Another courtesan is seated at the Tomoeya ageya, preparing a pipe while she looks away
demurely, perhaps retreating from the intense gaze of her customer. Though the name of
the ageya on view is written on the noren

flapping in the breeze, it is the only shop

sign visible. Masanobu’s print, with its larger figures and delineation of clothing,
expression, and activity, thus emphasizes the human element of this location. In contrast,
Toyoharu’s print eschews focusing on the beautiful products of the Yoshiwara, instead
emphasizing the urban geography, the bustling trade as part of the cityscape.
Issues of commerce and political control had two, sometimes competing, other
times cooperating, purposes in the Yoshiwara since its inception. A group of brothel
proprietors petitioned the shogun to establish the licensed quarter, a move that was made
in other major cities as well.141 Though the institution of licensed prostitution
economically benefitted the petitioners, the request stressed the aspects of social control
that such a site would enforce. It was argued that the licensing would a) prevent reckless
spending and neglect of work by commoners, b) prevent the illegal kidnapping of young
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girls for service, and most importantly c) provide surveillance of the many men entering
and leaving the quarters, whereupon suspicious men would be immediately reported to
the authorities. As Seigle points out, the surveillance of suspicious characters was an
important function of the walled pleasure quarter for the shogunate. 142 Indeed, control
and surveillance was arguably the most important of these factors for the Tokugawa, who
had after all only recently consolidated their power in Edo.143 Always concerned with the
possibilities of uprisings, the shogunate planned the city to control the populace and
secure Tokugawa hegemony, strategically organizing the city in such a manner that kept
the Tokugawa stronghold literally surrounded by its closest supporters while also
allowing them to keep watch on their previous rivals who were considered more of a
risk.144
In the Yoshiwara, a single gate was the sole entrance to the quarter, which was
flanked by gatehouses, called menbansho, literally “places to watch faces.”145
Surveillance was built into this place of pleasure. Furthermore, the licensing of brothels,
the confinement of the sex trade (in theory) to a walled district, and the regulation of
prostitution provided the shogunate with a sense of control over the burgeoning trade that
could be in conflict with strict Neo-Confucian morality. The space of the Yoshiwara was
supposed to be a space of control, regulation, and surveillance. It was meant to be an
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isolated place, out of the view of the ordinary citizen,146 and yet within striking distance
of his access.
However, prints of the quarter brought it directly into public view, celebrating it
as a space of conspicuous commoner spending. It was where men traveled to spend
lavish amounts of money, often bankrupting themselves and their families in the
process.147 Everything from the parties and entertainments to the extravagant gifts given
to the courtesans cost large sums of money, and of course business sprang up to support
the central business of the brothels and ageya. The Yoshiwara, initially intended as a
way for the shogun to control the sex trade and monitor its population, instead became a
locus of profligate spending and chōnin indulgence.
Prints like Yoshiwara no zu image fully absorbed this identity for the quarter and
reinforced it for their audience. Much of Nishimuraya’s other printed offerings also
enhanced this image of the Yoshiwara. The beautiful figures of the fashionable
courtesans, relatively obscured in Yoshiwara no zu, could be found in the Eijudō shop
during the same period. During the 1770s Nishimuraya was also publishing several
series celebrating the women of the quarter, including the famous series Hinagata
wakana no hatsumoyō

(The Models of Fashion: New Designs Fresh

as Spring Leaves), which ran through 1784. These prints focused on the women in their
luxurious robes and elegant coiffures, their chic figures starkly placed against a blank
background like a fashion plate. Begun in 1776 collaboratively with another major
publisher of the era, Tsutaya Jūzaburō, this incredibly popular series included over 130
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designs, employing two separate artists through the series’ run.148 Nishimuraya quickly
took over production of the series, and images of these beauties became a staple of his
shop’s production. By producing landscape images of the Yoshiwara, Nishimuraya
developed coordinated product offerings, the works for sale in his shop actively
reinforcing and complementing each other, encouraging a joint purchase. In celebrating
the Yoshiwara’s trade in pleasure, Nishimura helped creative a seductive vision of the
locale that the customer could participate in—for only the cost of a couple prints.

Conclusions
As Edo print consumers of the eighteenth century began to embrace landscape
images, the visual identity of the city itself was likewise slowly formed. While Kyoto
and its vicinity had a set group of meisho sites that had long been celebrated in both
poetry and the visual arts, Edo had relatively few such conventions, but these were
quickly formed and thereafter reproduced in the meishoki and other guidebooks dating
from the later seventeenth century. Sheet prints were participant in the construction of
these named places, promoting and advancing certain areas of the city as places worthy
of celebration. The imagery in these prints helped establish the meisho of the city,
developing the visual shorthand that would come to define the shogunal capital.
Toyoharu’s designs for the Edo meisho hachigaseki represented the bustling
urban metropolis, crafting an image of the city as a playground for the sophisticated
urban dweller. As demonstrated in my close analysis of selected examples from the set,
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these scenes emphasized the pleasures of the city, as may be seen in all eight views;
indeed, these market these eight sites as representative of the prosperity and appeal of the
city, these eight standing in as synedoches for the whole. The tiny details that fill the
expansive compositions emphasize the commercial nature of the pleasures of the city:
shop signs advertise sweets and delicacies, customers peruse roadside stalls, lantern logos
make obvious references to businesses of all manners. With coins in hand, the Edo
resident had a cornucopia of goods and services available to him (or her). Furthermore,
by coordinating the power of capital with that of bureaucracy these city-dwellers remade
the city: temple grounds were now locations of leisure, official fire breaks adapted into
spaces of play, and the licensed pleasure quarters, intended to control the sex trade, was
transformed into the height of consumer culture of the floating world. While the classical
meisho sites of Kyoto may have been largely based on famed cherry blossoms and the
poetic sounds of river waterwheels, the meisho of this series fully embraces and promotes
the urban nature of the Edo metropolis. McClain’s chōninization of Edo applies not just
to the physical space of Edo, but the visual identity of the city, as printed works were
rapidly defining it in the eighteenth century.
The uki-e genre, which dealt in exaggeration and fantasy as its stock and trade,
was suited to this task of representing Edo as a fantasyland. The extreme linear
perspective was a visual break from the painting traditions more commonly associated
with Kyoto meisho. Instead, the seemingly infinite recession of the works destabilized
the viewer’s experience of the virtual landscape. Even if the viewer was personally
familiar with these areas the methods of uki-e transformed each view. Crowds were
larger, distances farther, and expanses broader. The uki-e aims to overwhelm the viewer
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with a new and wondrous image of the city. And this view was packed with the desirable
goods of city life. The reality of this life was more complex than the image conveys, as
issues of class and connection came into play in a heavily stratified society. As
previously discussed, the locales depicted often were sites of tensions between commoner
and governmental desires. But images of the complex realities of life do not sell, and
publishers and their artists understood the appeal of these images of Edo, both for locals
in the city and those visiting from far away, for all who wanted a taste of the glamorous
life only steps away from them.
The uki-e format, viewed though its special box or lens, no doubt added to the
glamour and mystique of this Edo paradise. In Edo, things were better, bigger, more
novel, stranger, and the uki-e format helped reinforce this. Furthermore, when placed
alongside similar uki-e images of far-off Chinese palaces and heroic battles of long ago,
it is easy to imagine that the views of Edo took on just as romantic a sheen as the images
of less accessible places and times. Thus, the enhanced “realism” of linear single-point
perspective seems not to have been valued for its actual relation to experienced reality,
but for the illusion it was able to provide, giving the viewer a fantasy that was like reality,
but even better. Like the Jar Immortal who preferred the paradise of the jar, even though
it was clearly not real, so too could the Edo viewer choose to be fooled by the illusion,
reveling in the fantasy of the commercial playground that Edo purported to be.
In Edo meisho hachigaseki, wrapping each image within the imitative tsuitate
frame elevated this fantasy. These unusual frames added to the wondrous nature of the
uki-e image, deliberately confusing the viewers as to whether they were viewing a
landscape or an imitation of a painted screen. Moreover, the associations of the tsuitate
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screen with exotic and elegant luxury promoted the subject matter to a higher class.
Brothels, teahouses, entertainment districts, and even roadside shops are inscribed within
the elegant conventions of a painted screen. In doing so, these prints argue that Edo’s
sites are of equal worth as the meisho of Kyoto, which more frequently appeared on
painted screens. Commoner culture, these images advance, could be considered
sophisticated and elegant as well.
Nishimuraya, with his popular shop in the center of the city, understood the
desires of the market. Prints like this set not only celebrated the city for both local and
visitor alike, but also cleverly mixed high and low visual cultures. The rarified world of
painted screens merges here with the mass-produced woodblock print. The use of linear
perspective, which extends the imagined space of the uki-e landscape to the physicality of
the standing screen, playfully asks the viewer to consider whether they are looking at an
imitation of a physical space or a painted object. Nishimuraya creates a fantasy Edo for
the discerning urban customer, playing to the customers’ own images of themselves and
their city as sophisticated consumers.
While the identity of Edo as the stylish locus of chōnin culture would have been
attractive to many in the city, it seems possible that Nishimuraya was focused on a more
specific clientele. While it is not possible to identify the target audience with any
certainty, the careful production and large size suggest a relatively high cost.
Furthermore, the presence of individually numbered prints indicates that the group was
possibly packaged together, as the numbers could have been an unattractive oddity on
work sold separately. Packaging the prints as a set would only have reduced the number
of customers able to purchase such an expensive group. As such, as Nishimuraya’s first
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collaboration with Toyoharu and one Toyoharu’s first Edo meisho prints, this set could
represent an initial luxury offering, aimed at attracting high-end print buyers. Indeed, the
compositions developed in this set would appear in other later Nishimura-Toyoharu
prints, often in smaller, less detailed versions. As such, the innovations of this set would
have lasting influence on Nishimuraya and Toyoharu’s print production.
The importance of uki-e in the narrative of landscape in Japanese woodblock
prints is not solely its supposed achievements of greater “reality” or the acquisition of
Western linear perspective. At this foundational moment of landscape in woodblock
prints, uki-e created a constructed, imaginary space—one that was in many ways “less
real” than actual experience. In this space, familiar sites became strange, and strange
sites became accessible. Assisted by special lenses and viewing apparatuses, viewers
peered into miniature fantasy worlds. In all cases, whether the images were of familiar
Edo or far-off Holland or Italy, the images created were illusions. The Edo consumer
welcomed this fiction; the images of Edo meisho developed by Nishimuraya and
Toyoharu would have lasting effects, their popular compositions repeated into the
nineteenth century. In this way, commercial enterprises and social desires of producers
and consumers shaped the landscape of the wondrous city.

CHAPTER TWO
New Spaces: The Bird’s-Eye Views of Kitao Masayoshi
“Master Keisai has recently devised a singular view that surveys in one glance the
prosperity of the historic famed places of Edo. It truly offers the delights of
pleasantly wandering through these places.”149
In 1803 Kitao Masayoshi’s

(referred to above by his other art name, Keisai

) publishers included these words on the fukuro

(decorative paper wrapper)

enclosing a new and wondrous type of landscape print.150 The work, titled Edo
meisho no e

(Picture of the Famous Sites of Edo) gave the viewer an

expansive scene of the city of Edo, set against the backdrop of Mount Fuji (fig. 2.1).
Impressively large (measuring 42 x 57 cm) and carefully detailed, the print provided
the viewer with a view from an imagined, far-off viewpoint, surveying the distant city
below. As the fukuro text indicates, the landscape was intended as an authentic view
of the city, allowing viewers to stroll virtually through the city at their leisure.
Furthermore, this new view provided the novelty of seeing all of Edo in one glance, a
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comprehensive view that was impossible in the real world.151 Masayoshi would
follow this up with another comprehensive view that was even more impressive in its
scope: the entire country of Japan in Nihon meisho no e

(Picture of the

Famous Sites of Japan) (fig. 2.2). These imagined vistas are remarkable in an age
before human flight, space travel, and satellite photography.
While Masayoshi’s bird’s-eye view prints represent great visual innovation,
they also developed out of an already-established group of maps and printed books of
famed landscapes, whose popularity pushed artists and publishers to continue
developing images of the geography of Japan. Though the popularity of these types
of works did not reach the heights of the uki-e discussed in the previous chapter, the
bird’s-eye view would continue to be visited by print artists throughout the nineteenth
century, including the famed Katsushika Hokusai, for whom these prints would be a
direct predecessor.
The re-imagination of landscape images in printed works reflects the inventive
ways that artists and publishers capitalized on the public’s interest in all things
geographic during the late eighteenth and early nineteenth centuries. The
intersections of uki-e, illustrated guidebooks, and cartography produced these
imagined views, which whet as well as sated public desire for new interpretations of
familiar and distant places.
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Arising out of a print culture already fascinated with famous sites, travel, and
lensed sight, bird’s-eye views capitalized on these popular trends. Henry D. Smith II,
in his article, “World Without Walls: Kuwagata Keisai’s Panoramic Vision of Japan,”
explores Masayoshi’s development of these prints, which he refers to as
panoramic.152 The narrative that Smith creates focuses on the artist’s biography and
social status, which he believes is “critical for an understanding of the [prints].”153
Smith’s narrative, however, does not account for an important agent in the creation of
these unusual views: the publisher.
In this chapter I offer a new interpretations Masayoshi’s views by placing
them into the complex world of the woodblock printing industry. Publishers,
capitalizing on current fashions, hired Masayoshi for projects ranging from uki-e to
printed books. In my argument, this activity, occurring from the 1780s through the
1790s, lead to the production of the bird’s-eye view prints in the first decade of the
nineteenth century. By reevaluating Masayoshi’s work through his commercial
relationships, this chapter considers the overlapping print media that contributed to
Masayoshi’s unusual views and also traces the interweaving connections between
Masayoshi and his publishers through these works. Placed within this context, the
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publication of Masayoshi’s bird’s-eye views is emblematic of the collaborative
innovation in the Edo woodblock print industry.

Kitao Masayoshi, The Bird’s-eye View, and the Landscape Narrative
Kitao Masayoshi (1764-1824), born Akabane Sanjirō

in the

Hettsuigashi area of Edo, was the son of a tatami mat maker from Suruga. Sanjirō
began his career as an ukiyo-e artist, the student of Kitao Shigemasa
1820). His first commission was as the illustrator of the kibyōshi

(1739(literally

“yellow covers,” popular illustrated novels) in 1780 at the age of seventeen. He
received his art name of Kitao Masayoshi the following year from his master, taking
the school name of Kitao as part of his appellation; from then until 1794 he would
illustrate more than 160 kibyōshi. 154 During his time as an illustrator of kibyōshi, he
often worked with another Kitao Shigemasa pupil, Kitao Masanobu
1816), better known by the name Santō Kyōden

(1761-

, the great connoisseur and

literary figure.155 A prolific print artist, Masayoshi designed images of warriors, birdand-flower prints, and abbreviated sketches (ryakuzu

), besides his topographical

work. Not solely an illustrator, he also wrote gesaku

(light fiction) under the

name Kishō Tengyō

154

and kyōka poetry as Mugiwara no Orochimaro

His first work was Jūnishi nezumi Momotarō
. Atsumi Kuniyasu, Edo
no kufūsha Kuwagata Keisai: Hokusai ni kesareta otoko (Tokyo: Geijutsu shinbunsha, 1996),
177.
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For an in-depth discussion of one of Masayoshi and Kyōden’s collaborations, see Julie
Davis, “Making Dogma into Comedy: A Writer and Illustrator Send Up Religion in a Popular
Book,” in Partners in Print: Artistic Collaboration and the Ukiyo-e Market (2015), 143-183.
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. He later became an official painter for Matsudaira Yasuharu
(1786-1805), the daimyo of Tsuyama in 1797, whereupon he took the name
Kuwagata Keisai Tsuguzane

, a representation of his changed status as

he now had a legal surname, Kuwagata, from his paternal grandmother.156
His social advancement from kibyōshi illustrator to official painter has
become the main focus of scholarship, emphasizing his life and work. Furthermore,
the impressive range of his creative output has placed an emphasis on interpreting his
works as expressions of genius. The collector Atsumi Kuniyasu exemplifies this
approach, stating that “He learned the tricks of the Kano School, made a practical
study of human drawing informed by Western study of anatomy, and drew flowering
plants and the like learned from Rinpa brushwork while taking into account the
perspective of Dutch pictures. He learned every painting technique, and because he
used these in the drawings of his versatile genius, he is called the ‘Edo Inventor.’”157
Henry Smith’s “World Without Walls: Kuwagata Keisai’s Panoramic Vision
of Japan,” the most prominent article in English on his topographical images, likewise
emphasizes the personal genius of Masayoshi. For Smith, Masayoshi’s example
illustrates how class and artistic identity in Edo period culture could be transformed,
as exemplified by Masayoshi’s biography and his art. The key work for Smith is
Masayoshi’s panoramic view (for which I instead use the term bird’s-eye view),
which Smith uses to illustrate one example of “boundary crossing,” between picture
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and map.”158 Smith positions Masayoshi as crossing over the two "worlds" of
commoner and samurai and thus as an individual breaking down social and artistic
boundaries.159 While Smith’s article makes excellent points regarding the
malleability of Edo social classes and the conjunctions of printed popular genres, the
focus on Masayoshi as the sole locus of these junctions ignores other aspects of
collaboration in Edo print production.
Due to the breadth of Masayoshi’s work, aspects of his oeuvre appear in
scholarship that covers a wide range of Edo art historical studies. In Keisai Edo
meisho zue

(Keisai’s Illustrated Guidebook of Famous Edo Sites,

1993), Ozawa Hiromu and Uchida Kinzō examine Masayoshi’s life and his elegant
printed handscroll Edo meisho zue

(Illustrated Guidebook of Famous

Edo Sites, 1785). Ozawa analyzes Masayoshi’s biography and professional
development, charting Masayoshi’s relationships to key book publishers during his
career. Uchida’s essay in the same volume places Masayoshi’s Edo meisho zue
within the larger context of the Edo landscape development. Uchida understands
Masayoshi’s Edo meisho zue as emerging from yamato-e painting traditions (rakuchū
rakugai zu, discussed later in this chapter), guidebooks, and contemporary interest in
landscapes in ukiyo-e prints. While Uchida sees Masayoshi’s landscapes as important
for later nineteenth-century artists (in particular Katsushika Hokusai), the artist’s
bird’s-eye views are not a major part of that narrative.

158
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Smith, “World Without Walls,” 4.
Ibid, 18.

87

In two articles by Uchida Kinzō in Kokka from 1992, the author examines
Masayoshi’s life and work, with a focus on his paintings from 1794 onwards, his time
as an okaeshi (official painter) for the daimyo of the Tsuyama domain.160 Uchida’s
two articles probe Masayoshi’s printed painting manuals and later landscape paintings,
but do not consider the artist’s single sheet prints. Though these articles are
invaluable for the study of Masayoshi, once again the artist’s bird’s-eye views do not
figure heavily in the narrative of the artist’s career.
Atsumi Kuniyasu’s book, Edo no kufūsha Kuwagata Keisai: Hokusai ni
kesareta otoko

:

(The Edo Inventor

Kuwagata Keisai: A Man Erased by Hokusai, 1996) aimed to bring Masayoshi’s
“genius” to the fore.161 Atsumi sees Masayoshi as an artist neglected in favor of the
more popular Katsushika Hokusai; thus, in a corrective move he demonstrates how
many of Masayoshi’s works, including books of “abbreviated sketches” and his
bird’s-eye views, were sources for the celebrated Hokusai. A recent publication,
Kuwagata Keisai ga kinsei shokuninzukushi ekotoba: Edo no shokunin to fūzoku o
yomitoku

:

s

(Kuwagata

Keisai’s Illustrated Story of Various Artisans: An Analysis of Edo Artisans and their
Customs, 2017), carefully reproduces and explores Masayoshi’s three-volume scroll
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set of contemporary genre scenes.162 With text by Ōta Nanpo
Santō Kyōden, and Hirasawa Heikaku

(1749-1823),

(1735-1813), this elaborate work of

painting is filled with comical illustrations of Edo daily life. These three publications
demonstrate three possible interpretations of Keisai: as a landscape artist,
overshadowed genius, and observer of daily life.
Aside from Smith’s article, Masayoshi’s work appears in across a wide swath
of English-language art and historical studies, where his work is separated by genre.
A prolific illustrator of comic fiction, Masayoshi’s contributions to popular books
appear in recent scholarship. Timon Screech addresses Masayoshi’s illustrations for
books of Dutch learning (rangaku) and comic fiction (kibyōshi) in his important study
of Western technology and Japanese popular culture, The Lens within the Heart:
Western Scientific Imagery and Popular Imagery in Later Edo Japan. Julie Nelson
Davis’ chapter, “Making Dogma into Comedy,” investigates the collaboration
between artist and author in the production of popular printed books.163 There,
Masayoshi’s collaboration with the author Santō Kyōden offers an example of how
text and image worked together to satirize Edo popular trends and public life.
Masayoshi’s bird’s-eye view images appear to have been unusual and are
widely appreciated in studies of cartography, such as Hugh Cortazzi’s Isles of Gold:
Antique Maps of Japan, where the works are treated simply as “illustrated maps.”164
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Likewise, Smith reprises his article for Kären Wigen’s Cartographic Japan: A
History in Maps.165 While later artists, including Katsushika Hokusai, would produce
prints heavily influenced by Masayoshi’s work, contemporary bird’s-eye view prints
were rare, so scholarship on bird’s-eye view prints is largely focused on Masayoshi.
Surprisingly, these prints have garnered relatively little sustained interest within his
oeuvre. They often appear briefly within larger discussions of his work, or else as
brief offshoots of discussions of his byōbu screen set of the city of Edo, made for his
daimyo patron.

An Edo Souvenir: Edo meisho no e
Masayoshi’s two bird’s-eye view prints, introduced earlier, were published in
the early years of the nineteenth century. While neither has dates printed on it, the
application for a license for the work Edo meisho no e was recorded in 1803. This
license, a kabu

was generally in use for maps, not landscape images.166 Smith

argues that this evidence indicates that the work was novel and that authorities did not
know how to classify such an unusual work.167 While the work truly was novel and
unusual, it is also possible that instead of representing confusion regarding the status
of the work, the licensing of the print recognizes the information-dense nature of the
image. Indeed, it is clear from the text of the fukuro that the work was not intended
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to function as a practical map, but instead as an aesthetically pleasing and
topographically accurate landscape. As mentioned above, the fukuro wrapping paper
includes a printed explanation, written in the voice of the publishers, whose names
are also printed on the wrapper:
Master Keisai has recently devised a singular view that surveys in one
glance the prosperity of the historic famed places of Edo. It truly
offers the delights of pleasantly wandering through these places;
therefore, it can be mounted as a hanging scroll or framed picture. It
can also be used as a souvenir or gift. We offer this superb picture for
you to display, the rarest of past and present.168
s
s
s

The virtues of this unusual work are extolled for the audience: one can take in, at one
glance, all of Edo’s famous sites. It simulates actual travel. It makes an excellent
souvenir. Masayoshi’s print aligns with these aims: its sweeping vista of the city
appears packed with visual and textual details to convince the viewer of its
authenticity. Yet, he has also taken license, as Smith has pointed out, manipulating
the topography to include the rising sun, Mount Fuji, and far off Kazusa province, a
physical impossibility.169 Regardless of the unlikelihood of this particular vantage
point, the visual rhetoric of the print aims to convince the viewer of its authenticity.
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"Shōshin-hitsu Edo ichiranzu no gendai" in Ukiyoe no kenkyū, no. 9-10 (May 1924), 39.
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Masayoshi’s view of Edo sweeps the city from the northeast, with the Sumida
River running horizontally in the lower register past the San’ya bori canal, through
several bridges, and out to Edo bay. This vista provides excellent views of sites, such
as Asakusa Temple, Shinobazu pond, and of course the numerous bridges that
spanned the interweaving waterways of the city. Many of these sites are labeled, their
text written in simple katakana and hiragana for easy comprehension. The addition of
text further supports the image’s claim to authenticity.
The most important political site of the city, Edo castle, is both prominently
located and subtly obscured. The castle keep is rendered in the center of the work,
directly below the right foot of Mount Fuji. The buildings of the castle rise above the
surrounding cityscape, though only the topmost roofs and eaves can be seen. Dense
trees conceal most of the buildings’ lower portions, resulting in only a vague
impression of the architectural characteristics of the castle. The contrast between
distinction and obscurity in the rendering of Edo castle represents a visual negotiation
between the desires of the public and the authority of the Tokugawa. The viewer,
presumably a visitor to the city, would have wanted this famous site included.
However, it would have been risky to include too many visual details, lest the work
be viewed by the authorities as revealing sensitive information.170 Indeed, even maps
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from this time generally leave the space of Edo Castle devoid of details, identified
instead by the Tokugawa hollyhock crest. Edo meisho no e, which was granted a
license as a map, would have had similarly to obscure the architectural reality of this
important space. Thus, the representation of Edo Castle, unlabeled yet unmistakable,
meets the expectations of the viewers while avoiding possible conflict with the
authorities.
The rest of the city appears to be filled with buildings: houses, temples,
shrines, and shops. Viewed from such a distance that only rooftops of smaller
buildings are visible, the sketchiest outline of the architecture can be seen. The
nondescript house roofs and miniscule figures give the viewer a sense of the
multitude of people who resided in the city, over one million by the time of this print.
Larger, more important buildings are singled out for specific attention. The
recognizable details of Asakusa Temple are clear, located near the Sumida River.
The temple buildings, including the familiar pagoda, have been printed in a lead
pigment, possibly red, which has since darkened. Below the temple can be seen a
small curl of smoke, a reference to the Imado kiln site.171
While the rendering of the landscape speaks to contemporary concerns of
authenticity and naturalism, the sites themselves and their status as meisho situate this
work within the larger history of famous landscapes in Japan. As discussed in the
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previous chapter, “named places” had a lengthy history in both poetry and painting.172
The print’s title, Edo meisho no e, indicates that the work is not necessarily just a
picture of the city, but rather a picture of all the famous sites of the city. By invoking
meisho in the title, the publishers promise the viewer not just a view of Edo, but of all
the important sites that a tourist would expect to encounter on a “pleasant wandering”
through these spaces. As such, the inclusion of detailed important places, such as
Asakusa Temple and Imado, meet the expectations set by the title—this is not just an
image of topography, but of sites with history and importance. However,
Masayoshi’s unusual treatment of the subjects adds a layer of attraction. The print
offers the potential print buyer not just a cataloguing of important places, but a novel
view of the city as well.
In the upper right corner the artist’s signature and seal are printed: here
Masayoshi signs his name Edo Kuwagata Shōshin hitsu

(Kuwagata

Shōshin of Edo). By signing his name explicitly with the signifier of Edo, he
proclaims his identity as a denizen of the city and thus proudly associates himself
with the landscape he describes. The print also includes the name of the carver,
Noshiro Ryūko

, who carved the blocks for Masayoshi’s books of

abbreviated sketches, 1795-97.173 The inclusion of the carver’s name on this print
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For a discussion of meisho in poetry, see Edward Kamens, Utamakura: Allusion and
Intertextuality in Traditional Japanese Poetry (New Haven: Yale University Press, 1996), 1-5.
Meisho-e, images of famous places began appearing in the Heian period (794-1885). For a
discussion of the development of meisho-e, see Chino, “Meisho-e no seiritsu to tenkai,” also .
173
This group of books all include the phrase ryakugashiki
(Forms of Abbreviated
Sketches) and were simple modelbooks. Titles include Sansui ryakugashiki
(Abbreviated Sketches of Landscapes, 1795), Chōjū ryakugashiki
(Abbreviated
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shows the esteem held for the creation of such a complex print. The carving of
numerous tiny details, texts, and multiple color blocks required a great deal of skill,
which the publisher may have wanted to call attention to by the inclusion of the
carver’s name on the work.
The large print was an unusual ōbaihan size

unusual for the time.174

Sold folded, it would have been wrapped in an accompanying paper fukuro.175
According to a published account of a fukuro in Hoshino Hikoshirō’s collection, the
names of two Suharya publishers are included, Suharaya Mohē
Suharaya Isaburō

and

. The accompanying print in this collection also

includes the name Tōto seireikaku zōhan

printed on the margins.

This indicates that yet another Suharaya publisher was involved in the production:
Suharaya Ihachi. Mohē and Isaburō are listed as urihiromedokoro

(place of

distribution for sale), perhaps indicating that they acted as distributors for the work,
while Ihachi held the copyright

.176

Sketches of Birds and Animals, 1797), and Jinbutsu ryakugashiki
(Abbreviated
Sketches of People, 1800).
174
Ōkubo Jun’ichi, “Kuwagata Keisai no gagyō to Kinsei shokunin zukushi ekotoba” in
Kuwagata Keisai ga kinsei shokuninzukushi ekotoba: Edo no shokunin to fūzoku o yomitoku
(Tokyo: Bensei Shuppan, 2017), 169.
175
As mentioned earlier, the fukuro for this print is very rare. A published image of one in
the collection of the Edo minkan shoga bijutsukan shows a title slip printed in orange with
auspicious symbols and the characters printed in black. However, I have not been able to
locate this object and the record of it seems to contradict the published information on the
Hoshino Hikoshirō collection fukuro that was recorded in "Shōshin-hitsu Edo ichiranzu no
gendai" in Ukiyoe no kenkyū, no. 9-10 (May 1924), 39.
176
The term urihirome dokoro appears to have been used when the block holder was separate
from the distributors, often in cases where the block holder was an amateur. Given the
fluidity of publishing terms in the Edo period, it is difficult to say whether or not all three
Suharaya shops had financial stakes in the publication of this work, or if Masayoshi was
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The Suharaya shop (also sometimes rendered as Suwaraya) was one of the
most successful publishing firms in Edo during the late eighteenth and early
nineteenth centuries. At the head was Suharaya Mohē. The shop was prolific,
associated with over 1,147 works between 1727 and 1815.177 The original founder of
the firm came from the provinces to Edo in the 1650s; a first publication appeared in
1674. Located in the Nihonbashi district, Mohē’s interests appear to have been wideranging. The shop in particular was known for a monopoly on bukan, directories of
samurai officials. Furthermore, the shop became a leading cartographic publisher,
producing two maps of Edo every year, with records of Mohē’s holding twenty-six
kabu licenses of Edo zue.178 His other publications range from literati texts and Tang
Poetry to illustrated guidebooks.179 Mohē even opened a branch in Kyoto, a reversal
of the more common situation of Kyoto publishers maintaining branches in Edo.
Suharaya Isaburō and Suharaya Ihachi both operated as offshoots of the
original Suharaya Mohē firm. Suharaya Ihachi opened his shop in the 1770s,
producing a range of books, including works of Chinese poetry and Dutch studies.
Ihachi, who would also be involved with the publication of Edo meisho zue, was

perhaps the initial block holder. However, as popular publishing shops where this work
would be sold, the Suharaya firms would have had a vested interest in the success of the work.
Also, the Suharaya Ihachi marginal text was not present on any other impressions I have
observed, either indicating that it was trimmed off or that he acquired the ownership of the
blocks at a later date.
177
While Mohē was the publisher for around 350 of these works, for the remainder he was
most likely the distributor. See, Peter F. Kornicki, Book in Japan: A Cultural History from
the Beginnings to the Ninteenth Century (Leiden and Boston: Brill, 1998), 211; Sakamoto
Muneko, Kyōhō igo hanmotobetsu shoseki mokuroku (Osaka: Seibundō Shuppan, 1982), 1-2.
178
Kornicki, Book in Japan, 61. Inoue, Nihon kotenseki shoshigaku jiten, 328.
179
For a discussion of the Suwaraya Shop, see Nishiyama, Edo Culture: Daily Life and
Diversions in Urban Japan, 66-69.
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included in the production of the previously mentioned abbreviated sketch
Ryakugashiki books.
The savvy Suharaya clearly had a market in mind for this unusual image of
Edo. Billed as ideally to be displayed as “a hanging scroll or framed picture” (
), it made an perfect city souvenir (

). Aimed at the visitor to

Edo, the expansive view included all the important Edo landmarks necessary for the
consumer to either later relive his visit or imagine the places he had not been able to
see. Not intended for way-finding, though its visual rhetoric aimed to convince the
viewer of its authenticity, the landscape was nonetheless a work of artistic
imagination. The title emphasizes this focus on the image as a collection of meisho,
as opposed to purely topographical information. As such, it was not meant for
scientific consultation, but instead for display and aesthetic enjoyment. Indeed, a
work in the collection of the University of California, Berkeley libraries is currently
mounted as a hanging scroll (fig. 2.3). While it is unclear if this mounting is
contemporaneous with the print, this type of display is suggested by the publishers’
remarks. Master Keisai’s “singular view” can be enjoyed as a beautiful souvenir of
time in the busting capital.

Japan from Afar: Nihon meisho no e
Masayoshi followed up the innovation of the Edo bird’s-eye view with an
even more imaginative print: a bird’s-eye view of all of Japan. As with Edo meisho
no e, the visual strategies deployed by the artist aim to convince the viewer of the
landscape’s authenticity. Once again using an extremely high vantage point, the
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entirety of Japan is laid out on one print. The viewer is positioned high in the clouds
to the east of Japan, gazing westward towards the crescent moon.180 The islands of
the archipelago are arranged in a horizontal sweeping arc, beginning with Hokkaido
(here labeled as Ezo

) in the upper right. Honshū arcs down in a curve to the

foreground, rising back up to Kyūshū at the upper left, the province of Tsushima its
farthest point. The profile of the Korean peninsula (labeled as Chōsen

) is

visible at the distant horizon. The islands float on a sea of light blue, most likely
printed in delicate dayflower pigments; the blue extends to the late night sky, with the
moon rendered in relief on the horizon.
The landforms are made of contiguous mountains and hills, as the landscape
rises and falls. Seen from such a great distance, the hills, mountains, and rivers are
compacted, yet still printed delicately in varying shades of green, brown and orange.
Great care has been taken to vary the forms and to accent the peaks of mountain with
dark green. Though the mountainous forms fill the space, their forms are varied. In a
few areas bright white patches catch the viewer’s attention, most notably in the iconic,
tri-lobed Mount Fuji. Placed in the center of the foreground, the gentle slope is given
a place of prominence. To the west (and thus roughly behind Mount Fuji) sits another
white peak, Hakusan. Other mountains, such as the domed shape of Mount Daisen,
are printed in bright orange.
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Smith posits that this positioning indicates that this is a view of Japan from the point of
view of the rising sun, imbuing it with symbolic resonance. Smith, “World Without Walls,”
17-18. While possible, this orientation of the Japanese islands running north to south on a
horizontal axis was also commonly used in maps.
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Natural features begin to appear when studying the image. Waterways,
bridges, waterfalls, and fields are interwoven through the mountainous forms, their
tiny features rendered simply. Though the level of detail present in Edo meisho no e
is not possible at this scale, elements like the swirling waters of the whirlpools at Awa
(visible on the far left) infuse the image with the same sense of specificity. While
human figures are not visible, their presence is signaled through the frequent
appearance of castles, the rooftops of buildings in major cities, bridges, and the boats
which dot the coastline. This visual variety communicates that the forms depicted are
specific and genuine, a true view of the topography of Japan.
The three main metropolises in Japan at this time—Edo, Kyoto, and Osaka—
are present, but not prominent. Each appears as a castle town, a keep rising above a
grouping of lower roofs, but no special attention is paid to these locations. Indeed,
though Masayoshi once again identifies himself with Edo, signing the work Edo
Keisai Tsuguzane hitsu

(Brushed by Keisai Tsuguzane of Edo), the

city itself is hard to spot, identified only by two castle buildings. Similarly, other
famed sites, such as the Lake Biwa area and Eight Views of Omi, are visible, but not
called out for special treatment.181 While Smith argues that the overall effect is to
“draw our attention less to the whole than to the parts,”182 I argue instead that the
effect is the opposite—no one area is given prominence; areas are not clearly divided,
projecting a uniform and cohesive visual quality, to form an overall, unified view of
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These traditional beauty spots were frequently celebrated in poetry and painting. Their
prominence in the Japanese geographical imagination would have made them an obvious
choice for particular attention in a work illustrating the meisho of Japan.
182
Smith, “World Without Walls, “5.
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Japan. There are no borders, no demarcation between city and country. Under the
gaze of the distant viewer, the landscape of Japan is diverse but whole.
Perhaps due to the massive scale of this work, textual labels assume new
significance. As in Edo meisho no e, small labels in katakana, hiragana, and kanji are
scattered throughout the landscape. However, the names of the provinces attract
special attention. The names of the provinces are printed within white cartouches, to
make them more visible against the visually distracting background of the landforms.
Other sites of interest are written in katakana, with varying degrees of legibility, as
they are very small and written directly over landscape features, such as mountains
and forests, partially obscuring some words. As in Edo meisho no e, the repetition of
names and the abundance of text reinforce the precise, accurate nature of the view.
The addition of text insists that this work is not a flight of fancy, but one rooted in
truth. Though this landscape could not be anything but fantasy, it insists on reality.
Nihon meisho no e was also sold wrapped in a decorative fukuro (fig. 2.4). At
least three extant examples have been published to date: one from the Mitsui Bunkō
collection in Tokyo, one in the collection of Edo Minkan Shoga Bijutsukan, and a
trimmed version attached to an impression of Nihon meisho no e at the National Diet
Library. The title is printed against a backdrop of light orange, patterned with plum
blossoms, pine branches, and bamboo leaves—the so-called “Three Friends of
Winter,” perhaps indicating a New Year’s publication. The publishers, Tsuruya
Kiemon
seihonjo

and Izumiya Ichibei

appear under the designation

. The term seihonjo, literally “place of book making,” has an

ambiguous meaning. In an earlier period of book publishing it designated those who
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physically bound the book or produced the paper covers. However, the term was also
used in cases where amateurs held the copyright to the work, commissioning a
publisher to produce the work for them.183 A fukuro in the collection of Edo minkan
shoga bijutsukan also lists a third publisher, Suharaya Ihachi, perhaps indicating that
the Suharaya publisher became involved in a republishing of the work originally
undertaken by Tsuruya Kiemon and Izumiya Ichibei.
The use of seihonjo may indicate that Masayoshi had more control over the
process, requesting the services of the publishers. However, the fluidity of this
terminology makes the actual situation unclear. Regardless of who instigated the
product, it would have been sold commercially, in the publisher’s shop. Thus, the
publishing firm only would have undertaken this project after consideration of its
suitability to their strategies.
The firms associated with this project were leaders in the Edo publishing
world. Tsuruya Kiemon was one of the longest-running bookshops and publishers in
Edo.184 First appearing in Ōdenmachō in the 1660s, in the mid-to-late seventeenth
century the shop moved to a more central Nihonbashi location.185 The shop initially
produced calendars and ōraimono, instructive texts for home learning, but also
popular printed materials such as nishiki-e and kusazōshi books. The shop worked
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Again, as in the case with Edo meisho no e, it is difficult to say for certain what the exact
nature of the relationship was. Inoue, Nihon kotenseki shoshigaku jiten, 336.
184
As with all publishers, the name Tsuruya Kiemon was a hereditary appellation, passed
down the years. Thus, while all these works are published with the same name, clearly it was
not the same individual producing works in the seventeenth through nineteenth centuries.
185
There was also a Kyoto publisher with of the same name. While their relationship is
unclear, some have suggested that the Edo location may have been a branch of the Kyoto
shop. Inoue, Nihon kotenseki shoshigaku jiten, 402.
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with many of the most popular nishiki-e artists of the eighteenth and nineteenth
centuries, commissioning works from Kitagawa Utamaro, Utagawa Toyokuni, and
Katsushika Hokusai. Furthermore, the firm was deeply invested in printed books.
They produced the early guidebook Edo suzume in 1677, illustrated by Hishikawa
Moronobu (discussed in the previous chapter). The firm was also the publisher of
numerous kibyōshi by authors such as Santō Kyōden (also illustrated by Masayoshi).
The shop appears in the later Edo meisho zue

(Illustrated

Guidebook of Famous Sites of Edo, 1834) in an illustration describing the popularity
of nishiki-e (fig. 2.5). In a festive New Year’s scene, strollers appear to be on their
way to visit shrines, one carrying an ema, while a small child flies a kite across the
composition. In the background, Tsuruya’s shop is filled with stacks of newly
published single-sheet prints. Customers peruse the new options on one side of the
shop, while a couple of women flip through the pages of a printed book offered for
sale. The caption reads: “Brocade Prints. These famous products of Edo are without
equal. Particularly, the enjoyment of the high quality of their highly colored surfaces
is praised without end throughout the country.” (

(

).
Likewise, Izumiya Ichibei was a well-known Edo firm, with a shop in the
Shiba area of Edo. Active since the mid seventeenth century, Izumiya Ichibei
productions ranged from ehon and kusazōshi books to ebangiri

(decorative

letter writing paper) and nishiki-e. A prolific printed book publisher, he was listed
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alongside Tsuruya Kiemon as one of nine noteworthy publishers in the field in
Shikitei Sanba’s

(1776-1822) humorous assessment of Edo publishing

history.186 Izumiya Ichibei’s nishiki-e productions comprise a roster very similar to
Tsuruya Kiemon’s: major artists of the late eighteenth century, such as Kitagawa
Utamaro, Hosoda Eishi, and Utagawa Toyokuni worked with this publisher. An
illustration of his shop appears in the guidebook Tōkaidō meisho zue
( Illustrated Guide of Famous Sites of the Tōkaidō, 1797), to be discussed later in
this chapter.
Unlike the fukuro for Edo meisho no e, the wrapper in this case contains no
extra explanatory text. Perhaps this lack was due to the fact that the earlier
production had already prepared the viewers for what they were to see: another of
“Master Keisai’s” remarkable views that let them take in the entirety of a particular
space in one glance. Indeed, this view was certainly noteworthy. Aside from maps,
no other topographical print provided such a broad vista, making the whole of the
country available to the viewer. Like Edo meisho no e, the specificity of the image
convinces the viewer that gazing at the print would simulate wandering through the
meisho of Japan. These bird’s-eye views, novel in their all-encompassing vision of
the geographic, continued to have lasting impressions on later artists. The most
famous example would be Katsushika Hokusai, who produced a bird’s-eye view of
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These appear in Sanba’s writings on floating world culture in his kibyōshi Mata yakinaosu
Hachikazuki-hime—Kusazōshi kojitsuke nendaiki
,
(TwiceBaked Princess Pot-on-her-Head: A Spurious History of Popular Illustrated Fiction, 1802).
For a discussion of this work, see Davis, Partners in Print, 188-190. Also, Yonemoto,
Mapping Early Modern Japan, 149.
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the Tōkaidō deeply indebted to Masayoshi, Tōkaidō meisho ichiran
(Famous Sites of the Tōkaidō in One Glance, 1818). Though representing new
possibilities in renderings of topography, these bird’s-eye views developed out of the
rich milieu of landscape prints and printed books already present in the Edo
publishing world.

New Horizons in Landscape: Keisai’s Uki-e and Telescopic Views
In the years leading up to the production of the bird’s-eye view prints,
Masayoshi had been designing prints that absorbed with the topographical trends of
the day. These prints show Masayoshi engaging with new modes of landscape
representation, heavily influenced by imported technology and techniques. Like
Utagawa Toyoharu’s work discussed in the previous chapter, Masayoshi was
commissioned by publishers to create uki-e prints during the 1790s. Publishers who
commissioned these works would continue to work with the artist on printed books
and his bird’s-eye view prints.
Engaging with familiar meisho in fresh ways, Masayoshi also designed a
group of telescopic views of the Ōmi area. Produced as a set, these prints explored
further spatial possibilities that were encouraged by the existing uki-e genre.
Through these single-sheet prints, Masayoshi experimented with inventive
approaches to landscape and developed relationships with publishers who would
engage him for further topographical projects.
As mentioned above, Masayoshi produced a number of uki-e prints, like other
artists during the late eighteenth century. In the previous chapter, I address how these
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uki-e images were inspired by Western prints, interpreted through Chinese models,
and redesigned for the Edo marketplace. These works depicted popular sites of Edo
and other famous locales in Japan. Masayoshi appears to have been part of the later
revival of this uki-e genre, designing prints for several different publishers in the
1780s through the 1790s. Masayoshi’s uki-e works include several works besides
images of famous sites, including a set devoted to the popular tale of Chūshingura
(Treasure of the Loyal Retainers).
Keisai’s print of Edobashi and Nihonbashi utilizes the familiar techniques of
uki-e images to create a recession into space (fig. 2.6). Commissioned by the Edo
publisher Enomotoya Kichibei
Nihonbashi o miru zu

, the print is titled Uki-e Edobashi yori
s

(A PerspectiveView of

Nihonbashi from Edobashi). The viewer is placed at a low vantage point, roughly on
the same level as the distant horizon. Edobashi rises prominently in the foreground,
curving up over the bustling river far below. A diverse crowd crosses the bridge:
women, men, laborers carting baskets of goods, and a daimyo procession. On the
right side of the bank, storehouse and shops appear; the lines of their architecture help
to guide the eye back into the distance. In addition to creating a sense of recession
through orthogonal projection, a grey color block was used to create shadows on the
sides of the storehouses, a convention of Western prints. In the distance, visible
below Edobashi, appears Nihonbashi, its unusual curved finials barely visible at the
foot of the bridge on each bank. The composition converges in the distance to a point
left of center, where the roofs of Edo Castle are visible, nestled amongst trees.
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Above the entire scene rises the iconic peak of Mount Fuji, floating atop the
clouds. Stylized clouds are rendered in red at the bottom margin, a common feature
of earlier yamato-e landscapes. The viewpoint, gazing westward, manages to capture
two major Edo bridges, the shogun’s castle, and Mount Fuji, packing several famous
sites into one print. This view may have had special significance for the publisher.
Enomotoya’s shop was in the Ōdenmachō area, very close to Edobashi and
Nihonbashi.187 Ōdenmachō, an area from which messengers were dispatched on
horseback, also became famous for its dry-goods shops.188 No doubt the shop’s
proximity to this specific view made it an attractive purchase to both tourists visiting
the area and locals who desired an unusual view of the familiar site.
Masayoshi also produced a set of uki-e images of the popular story of
Chūshingura. This tale was based on actual events, but was transformed into fiction;
it captured the imagination of the public, because it celebrated the loyalty of fortyseven samurai who were made rōnin after their master was framed and unfairly
executed. Stripped of their social status, they nonetheless pledge to avenge their
master, reassembling several years later against the man who caused their master’s
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Genshoku ukiyoe daihyakka jiten henshū iinkai, Yōshiki, horisuri, hanmoto, vol. 3
Genshoku ukiyoe daihyakka jiten (Tokyo: Taishūkan Shoten, 1980-82), 136.
188
One of these dry goods shops, the Daimaruya
was famous for its cotton and
appears regularly in landscape and meisho prints of the nineteenth century. Perhaps the most
prominent example is Utagawa Hiroshige’s depiction of the shop in his series, Edo meisho
hyakkei
(One Hundred Views of Famous Places in Edo, 1858). For a
discussion of this print, see Henry D. Smith II, One Hundred Famous Views of Edo (New
York: George Braziller, Brooklyn Museum of Art, 1986), pl. 74.
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downfall. The story was portrayed in puppet plays and kabuki, first appearing in
1748, and was frequently the subject of prints and printed books.189
Masayoshi’s set of eleven prints, Uki-e Kanadehon Chūshingura
(Perspective Pictures of the Treasury of Loyal Retainers), is modeled on
the popular play. Each print is subtitled with the act of play that it illustrates.
Chelsea Foxwell refers to these types of Chūshingura images as “Scenic Chūshingura.”
Foxwell proposes that these prints, which became popular during the late eighteenth
century, are set into scenes that represent the “physical setting” of the narrative.190
Instead of depicting the actors on stage in mid-performance, these works present the
narrative of the play as set into specific places. Though many of the prints depict
interiors, Keisai’s interest in the landscape is apparent in this set. In a print depicting
Act Five (

), a thief is shown attacking an old man, robbing him of a purse of

money intended to aid the rōnin in their cause (fig. 2.7). While the action takes place
in the right foreground of the print, it is set within a sprawling landscape outside the
city of Kyoto. A path, covered by trees, recedes into the background toward a central
convergence point. On left side of the print, a series of waterfalls divides the central
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The story was based on the actual events of 1703. Allusions to the events appeared in
plays of the same year, though these were controversial and did not last long. The popularity
of this dramatic vendetta story only increased after the introduction of jōrūri puppet play of
the title Kanadehon Chūshingura
in 1748, which was soon followed by a
kabuki play of the same name. The historical incident is discussed in Bitō Masahide, "The
Akō Incident, 1701-1703," Monumenta Nipponica 58: 2 (Summer 2003): 149-70. The
popularity of Chūshingura was such that Smith refers to it as the “Chūshingura Phenomenon.”
See Henry D. Smith II, "The Capacity of Chūshingura," Monumenta Nipponica 58:1 (Spring
2003): 1-42.
190
Chelsea Foxwell, “The Double Identity of Chūshingura: Theater and History in
Nineteenth-Century Prints,” Impressions, no. 26 (2004), 25-29.
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action from another character. Trees are mounded vertically upon each other on the
left margin, building up a mountainous setting interwoven with trails. Deep black
bokashi

3

(subtle gradation) printing in the sky conveys the darkened stormy

weather, with lines of rain pouring down on the central characters. Masayoshi’s
attention to naturalistic setting and topographical detail de-emphasizes the
performance aspect of the subject. Foxwell argues that Chūshingura prints like this
nonetheless simultaneously recall both the actual incident and the theatrical
interpretation, encouraging double readings of the work.191
The publisher, Tsuruya Kiemon, is identified on the righthand margin,
through his crest of the crane with wings raised (a tsuru

), set below the censor’s

kiwame seal. As already mentioned, this important publisher would later be
responsible for Masayoshi’s Nihon no meisho e. Producing for the commercial
market, Tsuruya no doubt had confidence that Masayoshi’s skill (and the popular
subject matter) could sustain such a large set. Working together on this group of
prints no doubt proved to Tsuruya that Masayoshi had talent in the rendering of
landscapes, here adding a new twist on the popular subject of Chūshingura.
Masayoshi designed a set of prints illustrating the eight famous sites of Ōmi
produced about the same time as the uki-e prints discussed above. Though undated,
the limited color palette of greens and reds is similar to the Kanadehon Chūshingura
set. Furthermore, the work is signed “Kitao Masayoshi,” the art name he used from
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While Foxwell argues that Utagawa Kuniyoshi’s uki-e depiction of the play is unusual in
this regard (c. 1830-35), Masayoshi’s earlier work illustrates that this was likely a more
general trend. Foxwell, “The Double Identity of Chūshingura,” 28-29.
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1781 to roughly 1794.192 These small prints, measuring roughly five inches square
(and most likely trimmed from their original paper size), feature the eight poetic
landscape scenes already popularized in print. Each landscape is framed in a roundel,
with the space outside the circle rendered in inky black, punctuated by the white of
elegant calligraphic characters, scattered throughout the dark space.
Because no publishing information is visible on the print, it seems likely that
the set may have been produced with a fukuro wrapper, on which the publishers
would have been listed.193 Though the publisher is unknown, it is clear that through
this commission, Masayoshi was able to explore the visual strategies of uki-e images
in a compositional format that suggested the telescopic view. In these images, the
famed locale of the Ōmi area is reimagined to provide the viewer an experience
similar to that of looking through a telescope. Through this set Masayoshi continues
his experimentation with the novel spatial experiences of viewing landscapes.
The set includes eight prints, each highlighting a different view of the Lake
Biwa area, commonly referred to as Ōmi. The title of the set is visible in the upper
right corner of the prints, followed by the poetic title of each view that was standard
by the eighteenth century: Ishiyama shūgetsu (Autumn Moon at Ishiyama Temple),
Seta sekishō (Sunset Glow at Seta), Awazu seiran (Clearing Weather at Awazu),
Yabase kihan (Returning Sails at Yabase), Mii banshō (Evening Bell at Mii Temple),
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Smith, “World Without Walls,” 6.
Other similar sets of Ōmi hakkei images in circular compositions by Utagawa Toyohiro
and Utagawa Toyokiyo are also lacking publisher information. A set of small Ōmi hakkei by
Katsushika Hokusai also lacks publishing information, which is included on the surviving
wrapper. It seems likely that it would be common for these small print sets to be sold as a
group, with the wrapper containing the publishing information, so as not to interfere with the
image.
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Karasaki yau (Karasaki Night Rain), Katada rakugan (Descending Geese at Katada),
and Hira bosetsu (Twilight Snow at Hira). Each landscape is represented as though a
distant locale, the human figures legible but tiny, their faces and features not visible at
this scale.
As briefly discussed in the previous chapter, Ōmi hakkei had a lengthy history
in Japanese poetry and painting. The area had long been famed for its beauty, located
so close to the imperial capital of Kyoto, and had been immortalized in poetry and
then painting for centuries. The Eight Views motif originated in China with the
creation of a set of eight views of the area around the Xiao and Xiang Rivers. These
poetic motifs continued in popularity and arrived in Japan by the fourteenth century.
The vague poetic sentiments that went with each view, such as “returning sails” and
“autumn moon,” allowed them to be easily applied to other sites, and it became
popular to create “Eight Views” for almost any area.194 Chino Kaori has also pointed
out that the practice of identifying a famous place by name, not topographical
description, and the importance of poetic motifs may have made the theme
particularly amenable to the Japanese, whose tradition of meisho-e relied on similar
conventions.195 The area of Ōmi had indeed been long immortalized as an utamakura
poetic epithet that allowed a poet to conjure up a wider web of references, feelings,
and images.196
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Shirane points out that it was said that supposedly there was an “eight views” for every
province. Haruo Shirane, "Dressing Up, Dressing Down: Poetry, Image and Transposition in
the Eight Views," Impressions, no. 31 (2010): 50-71.
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Chino, “Meisho-e no seiritsu to tenkai,” 120.
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For a discussion of the tradition of paintings of meisho of the Ōmi area, see Miyajima
Shin’ichi, “Ōmi meisho zu byōbu,” Kokka 1104 (1987): 11-26.

110

In Masayoshi’s set, each composition includes the common visual motifs
associated with the scene. Ishiyama shūgetsu

(Autumn Moon at Ishiyama)

(fig. 2.8) includes the titular moon in the upper register, rendered in reserve against an
orange sky. A moon-viewing platform at the temple is visible, its long stairways
centered in the composition; tiny figures are just visible on the platform. The poem,
written by Konoe Nobutada (1566-1614), became the standard verses associated with
this particular view: “Ishiyama! The full moon that shines on the lake—is it not the
same as that on Akashi and Suma?” (
3

).197 In Yabase kihan

3:

3

(Returning Sails at Yabase) (fig. 2.9),

the “returning sails” are central to the design, here seen as two ships coming into port.
The ships are represented as large enough to see the many travelers in their sedge hats
huddled together in the boats, while on shore porters with boxes of goods await
boarding onto rowboats currently at the docks. As in Ishiyama shūgetsu, the
accompanying text is the standard poem by Nobutada.198
The round shape of Masayoshi’s framing, combined with the black
background, conjures up the idea of viewing the world through a lensed device. The
black background forces the eye to focus on the landscape within the circle, giving
the viewer a sense of peeking through a lens. While it is possible that the image is
meant to imitate the viewing experience of looking into a nozoki karakuri (discussed
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I use here the translation by Stubbs in her dissertation; see Judith A. Stubbs, “Omi hakkei”
(Ph.D. diss., University of Chicago, 1993), 17.
198
For a discussion of the development of Ōmi hakkei as a theme in ukiyo-e prints, see Allen
Hockley, The Prints of Isoda Koryūsai: Floating World and its Consumers in EighteenthCentury Japan (Seattle and London: University of Washington Press, 2003), 55-85; also,
Shirane, "Dressing Up, Dressing Down."
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in the previous chapter), it seems more likely that the landscape is meant to appear as
if viewed through a telescope.
There was an interest in Eight Views prints that utilized the unusual circular
framing device during the late eighteenth century. Torii Kiyonaga designed an Edo
hakkei

(Eight Views of Edo) set c.1781, published by Nishimuraya

Yohachi (fig. 2.10). As Davis argues, Kiyonaga’s view of Ryōgoku Bridge mimics
the experience of looking through a telescope.199 The enormous bridge recedes into
the distance; the entire view is inscribed within a circular border against a deep black
background. The text is printed in white against the black, a style referred to as
ishizuri

(stone printing) recalling earlier traditions of stone rubbing and also

seen in Masayoshi’s view. Other artists produced similar sets around this time.
Katsukawa Shunshō

(1726-1792) created an untitled Ōmi hakkei set for an

unnamed publisher, which includes several landscapes in circular compositions
against a black backdrop with an ishizuri style inscription (fig. 2.11). Utagawa
Toyohiro

(1773-1828) also designed a circular, untitled Omi hakkei set,

though in this case each circular composition is set against a white backdrop dotted
with ferns, making the effect more decorative than telescopic (fig. 2.12). The absence
of publishers on the sets by Shunshō and Toyohiro may indicate that these sets were
commonly produced with a fukuro wrapper that included the necessary information.
Unlike his uki-e images, Masayoshi’s compositions for this set do not appear
to use a rigorous application of single point perspective; converging orthogonal lines
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Davis, Partners in Print, 138-139.
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do not appear in the architecture. Instead, the composition is rendered from a more
generalized overhead view, as if viewing the landscape through a telescope on a
nearby hillside. Indeed, the perspective is similar to the bird’s-eye views, but instead
of the expansive vista of Masayoshi’s previously discussed prints, here the artist has
focused on one particular section of a larger landscape. The telescopic view allows
for this focus, providing the viewer a penetrating vision into the landscape. This view
reinvigorates the familiar subject matter of Eight Views of Ōmi, marrying the
conventional poetic traditions with contemporary technological innovations.
Timon Screech has already addressed at length the popular craze for
telescopes during the late eighteenth century.200 Describing numerous examples of
images of telescopes in popular media, Screech explores how lenses, and the
telescope in particular, captured the public’s imagination. Enhanced viewing, rooted
in rangaku, was not limited solely to scientific inquiry. As seen in guidebooks and
prints, telescopes could be used to enjoy not only far-off landscapes, but also the
voyeuristic pleasure of spying on people through the lens.201 The imported lens
technology gave their viewers a gift of wondrous sight. Though many of lenses were
flights of fancy, as Timon Screech points out, those that made near things seem far
and far things seem close “removed spatial limitations,” a fiction rooted in the truth of
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Screech has addressed the popularity of telescope technology and the appearances of this
technology in both serious texts and popular illustrated fiction. Timon Screech, “The View
from on High,” in The Lens within the Heart (Honolulu: University of Hawaii Press, 2002),
212-253.
201
Popular beauty spots had telescopes available (for a fee) to enjoy the surrounding scenery.
As Screech points out, though, the erotic connotations of peeping were quickly associated
with the telescope’s enhanced vision. Screech, Lens within the Heart, 217-218 and 231-232.
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devices, such as microscopes and telescopes, which also manipulated space for the
pleasure of the viewer.202
Smith argues that Masayoshi was preoccupied with telescopic sight.203 Indeed,
in the artist’s 1785 printed illustrated handscroll Edo meisho zue
(Illustrated Guide of Famous sites of Edo), the section for Kanda Myōjin Shrine
depicts a man utilizing a telescope to peer out over the scenery (fig. 2.13). He
crouches down, with the telescope resting on a table. Next to the table stands a man
with a large hat, probably the proprietor who oversees the telescope, charging
customers for views. A woman and her small child stand nearby, the child pointing
towards the telescope, perhaps begging for a try. A man with two swords walks by,
his head turned as he notices the commotion over the viewing device. The
accompanying poem reads, “Oh, what purity! Of course, it is the flowers of the moon
of Mount Tai.” (

h

). While the verse makes no direct

reference to the telescope, the invocation of far-off Mount Tai (a famed peak in
China), may be a reference to the possibilities of lens-aided sight. The inclusion of
the telescope was unusual in depictions of famed sites of Edo. In an illustration from
the later Edo meisho zue
1836), illustrated by Hasegawa Settan

(Illustrated Guide of Famous Places of Edo,
(1778-1843), a similar scene is

depicted, in this case, the area of Nōkendō and Fudesutematsu.204
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Ibid, 182.
Smith, “World Without Walls,” 16.
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Beyond his own illustrations of telescopes, Masayoshi was connected with
authors and other illustrators who were also fascinated with foreign, lensed
technology. In 1787 he provided an illustration for Kōmō zatsuwa

(Red

Hair Miscellany, 1787) depicting several men using an erekiteru machine, a static
electricity generator (fig. 2.14). 205 The same publication includes an image of a
microscope and several illustrations of magnified insects, wondrous sights available
through the lensed technology.
Involvement in this publication would prove important for Masayoshi.
Morishima Chūryō

(1756-1810), a prominent samurai and student of

Hiraga Gennai provided the text. Chūryō was also connected socially and worked as
a scholar of Dutch studies for Matsudaira Sadanobu from 1792-1797. Chūryō, who
moved in more rarified circles, may have acted as the go-between in orchestrating the
introduction of Masayoshi to his future patron.206 Chūryō was also an author of
popular fiction, and he would work with Masayoshi again on other topographical
printed books, to be discussed in the next section. Once again, the publisher was
from the Suharaya chain, Suharaya Ichibē

. While Suharaya Ichibē

does not appear to be tied to other Masayoshi’s topographical works, he represents
yet another node in the network of publishers and artists that embedded Masayoshi’s
prints.207
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Screech claims that the erekiteru was an “icon of Ran,” a machine that exemplified the
novel technologies and new possibilities of this imported learning; Screech, ibid., pp. 44-47.
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Atsumi, Edo no kufūsha Kuwagata Keisai, 178.
207
According to Ozawa, Suharaya Ichibē published 14 books illustrated by Masayoshi.
Ozawa, “Kuwagata Keisai no jinbutsuzō,” in Keisai Edo meisho zue, 27.
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Like earlier print artists, such as Kiyonaga, Masayoshi was inspired by lensed
viewing devices. Already familiar with the single-point perspective of uki-e, he
reinterpreted this format to depict the space of the landscape in his telescopic images.
Utilizing a bird’s-eye view in these works, the viewer is given a new experience of
familiar meisho sites. Though the poems express the conventional literary history of
the landscapes, the renderings themselves include specific details to further convince
the viewers of their authenticity, of the illusion that they are peering through a
telescope at the landscape from a distance. Through his commissions from publishers
for uki-e and telescopic images, Masayoshi further explored new approaches to
landscape. His connections with particular publishers for these works would continue
through other topographical printed works, notably illustrated books.

Paging through Places: Masayoshi and Illustrated Guidebooks
Deeply interconnected with the single-sheet print publishing industry, printed
books were produced by many of the same publishers and artists. The overlapping
nature of production is clear when considering the impact of printed book illustrations
on Masayoshi’s bird’s-eye view prints. Edo meisho no e, and to a certain extent
Nihon meisho no e, are clearly indebted to the topographical conventions established
in popular books of the eighteenth century. Not only were these works important for
Masayoshi as he developed the visual strategies he would later deploy in the bird’seve view prints, but they also continued to link him with important publishers who
would later commission these works. Through these works Masayoshi further
solidified his reputation as an inventive landscapist, encouraged, supported, and
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commissioned by publishers who recognized the newfound interest in popular famous
sites.
During the seventeenth century illustrated guidebooks began to be produced
for a popular market. Originally centered on the capital of Kyoto, these publications
quickly expanded to the city of Edo, as well as Osaka and the Tōkaidō route. Though
I use the general term “guidebook” here, these early works often used a narrative
rhetorical structure. Works like Tōkaidō meishoki
Famous Sites of the Tōkaidō, 1661) and Edo meishoki

(A Record of
(A Record of

Famous Sites in Edo, 1662) communicated geographical information through the
premise of a fictional travel account; both entertaining and informing at the same
time.208 Others, such as Edo suzume

(Edo Sparrow, 1677), were more

properly a directory or street index, mostly concerned with the enumeration of streets,
buildings, temples, and shrines.209 As more people traveled the country, on
pilgrimages and for business in the growing metropolises, printed books became part
of what Berry terms the “library of public information.” Lightweight and relatively
inexpensive, they were accessible to a broad section of the population.210 In light of
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See the humorous descriptions of Edo through the tale of a reformed swindler in
Elisonas’s discussion of Tōkaidō meishoki. Elisonas, “Notorious Places,” 253-258.
209
Based on Kyō suzume
(Kyoto Sparrow, 1665), these directories provide an almost
overwhelming listing of streets and locales. As Berry argues, the lengthy lists and
descriptions of adjoining and adjacent streets, was intended to teach newcomers “the very
notion of a street by traversing its length.” The urban environment was still a recent invention,
so these directories were essential to visitors to the bustling metropolises. Berry, Japan in
Print, 153-154.
210
Books were also available through lending libraries, further increasing accessibility.
These kashihon’ya served a wide range of customers, from samurai to commoners, offering
for rent the latest books at relatively inexpensive prices. Kornicki, The Book in Japan, 391397.
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continued interest in travel, geography, and the meisho of Japan, the eighteenth
century saw the rise of new genres of topographical books. These new books, heavily
illustrated, multi-volume undertakings, were often brought to fruition by coalitions of
publishers from the major metropolises of Edo, Kyoto, and Osaka.211 Masayoshi had
long been involved in illustrating books since his first kibyōshi in 1780, and his work
for various Edo publishers in the late eighteenth century both developed his
experience with bird’s-eye view compositions and would lead to him being
commissioned to produce the bird’s-eye view prints in the early nineteenth century.
During the late eighteenth century, the development of a new iteration of
printed travel guides helped to popularize the bird’s-eye view. Meisho zue

,

literally “gatherings of pictures of famous places,” first appeared in 1780 with the
publication of Miyako meisho zue

(Illustrated Guidebook of Famous

Places of the Capital), compiled by Akisato Ritō

. Depicting the many

famous meisho of the Kyoto area, Ritō apparently had to convince the Kyoto
publisher Yoshinoya Tamehachi

to undertake this new project. It was a

large project, totaling six volumes, and would have had to compete with other
topographical texts. 212
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Relatively little information is available concerning how these coalitions formed and
distributed financial risk and rewards. In some cases, it appears that the blocks were
distributed amongst participants to ensure that any reprinting had to involve all of the original
participants. While it is difficult to imagine how this would be handled in cases where
publishers were located in different cities, it appears to have been possible. See, Kornicki,
The Book in Japan, 179-180; Yayoshi Mitsunaga, Mikan shiryō ni yoru Nihon shuppan bunka
(Tokyo: Yumani Shobō, 1988-1993).
212
According the Nishizawa Ippō (writing later in 1843-51), Ritō had to plead with the
publisher to produce the work. However, this account could be incorrect or misrepresented to
make Ritō appear as more of the driving force behind the project. Nishizawa Ippō, “Akisato
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However, Miyako meisho zue adopted a new approach, with Ritō taking great
pains to compile historical and geographical data from trusted sources and heavily
illustrating these texts with detailed views. Ritō argued that tourists and travelers
would be interested in the geography of Kyoto, which was filled with not only
historical meisho but also new urban sites. While guidebooks already existed, they
contained relatively little specific information and were sparingly illustrated. Ritō’s
focus on compiling extensive histories of these famed sites and accompanying the
texts with plentiful and detailed illustrations reflects a shift in topographical interest
and set this production apart.
While Miyako meisho zue was the first work that presented place in this kind
of detail, it spawned numerous imitators and competitors well into the nineteenth
century. These large, multi-volume works were the productions of extensive
collaborations between artists, authors, and publishers. Meisho zue covered a range of
locales, from localized treatises on particular shrines (Ise sangū meisho zue
, 1797) to the bustling metropolis of Edo (Edo meisho zue
1834) to even distant China (Morokoshi meisho zue

,

, 1806). Drawing

on previously published sources for historical, literary, and geographical information,
these texts could include dozens of volumes.

Ritō okina no hanashi,” in Denki sakusho, in Shin gunsho ruijū, vol. 1 (Tokyo: Kokusho
kankōkai, 1906), 183. Robert Goree explains how, since the books relied on a large amount
of source material, the cost of acquiring this material would have made the books expensive
as well; see, Robert Goree, “Fantasies of the Real: Meisho zue in Early Modern Japan” (PhD
Diss., Yale University, 2010), 39.

119

Robert Goree has recently treated meisho zue in his dissertation, “Fantasies of
the Real: Meisho zue in Early Modern Japan.”213 His interdisciplinary approach to
these works, which combine image, poetry, and explanatory text to describe the
classical and popular sites, makes the point that while loosely considered
“guidebooks,” they were not necessarily intended for way-finding. While connected
to the physical geographies of the landscapes they describe, these books, Goree
argues, were meant instead to act as inspiration for armchair travelers.214 As Goree
discusses, many of the prefaces of these works seem to suggest that readers could use
the works for their own escapist fantasies.215 And yet, how people used these books
remains unknown. While these multi-volume book sets may not have been practical
for use on the road, their pages were filled with information as well beautiful
illustrations that could inspire the imagination. Geographical texts like meisho zue
provided a way for people to access these famous sites of their country (and beyond),
if only virtually.
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Goree, “Fantasies of the Real: Meisho zue in Early Modern Japan.”
Goree also contends that these works were specifically intended for the virtual travel of
“women and children” who could not travel. Goree bases his argument on the prefaces of
several meisho zue. While I agree that these works may have encouraged this type of
escapist reading, the use of “women and children” as a possible target reader in book prefaces
was a common rhetorical trope. Thus, I believe that these works were meant for a more
general audience who wanted to travel but faced restrictions for whatever reason. Goree,
“Fantasies of the Real,” 97-102. Shirahata Yōzaburō agrees with the assessment that these
were not intended as practical travel guides, instead acting as “travelogues to enjoy at home.”
Shirahata, “The Printing of Illustrated Travelogues in 18th-century Japan,” in Written Texts—
Visual Texts: Woodblock-printed Media in Early Modern Japan, ed. Susanne Formanek and
Sepp Linhart (Amsterdam: Hotei Publishing, 2005), 203. Japanese scholars seem divided as
to the defining characteristics of these works. Suzuki Shōhei sees these works as
informational, likening them to guidebooks, making them practical works. Suzuki Shōhei,
Edo meisho to toshi bunka (Tokyo: Yoshikawa Kōbunkan, 2001), 253-57. Others, such as
Takada Mamoru, emphasize the more literary aspects of the works. Takada Mamoru, “Genshi
reijō meisho zue,” Nihon no bigaku 25 (1997): 98-100.
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The illustrations of these books made virtual travel possible. Miyako meisho
zue, illustrated by the Osaka artist Takehara Shunchōsai

, featured many

variations on the typical landscape. Meisho for an urban area included not only
beauty spots and locales of historical importance but also popular shops, restaurants,
and entertainment districts. As such, Shunchōsai depicts not only famous landscapes,
but also urban scenes, images of artisans creating famous products, and scenes at
local festivals.
Of particular interest were the sweeping vistas and bird’s-eye views. In
Miyako meisho zue, Ritō seems concerned with impressing upon the reader the
authentic nature of the illustrations, a concern that would appear in other meisho zue
as well.216 The bird’s-eye view, with its unusual vantage point and surprising scale,
appears to have needed some explanation: “In these pictures large areas are described
in great detail. Small shrines and temples are not included. This is because people
appear in these pictures. When the figures of the people are small, you should know
that the scene is large. Extremely small places have small forms. For example, the
sections on the areas of Kamo Shrine and Nonomiya.” (

s
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Ibid, 100.
Akisato Ritō, Miyako meisho zue (1780), vol. 1, 4r. Waseda University Library, ル 04
04598.
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Miyako meisho zue’s illustrations of distant hillsides and far-off sites
demonstrate the type of detailed, bird’s-eye view typical of the genre. In Shunchōsai’s
illustration of Gojō Bridge in Kyoto (

), the artist emphasizes the vast space of

the scene and fills the area with minute details to convince the viewer of the authentic
nature of the topography depicted (fig. 2.15). From an imagined viewpoint far above
the earth, the viewer looks down at the space that fills a double-page spread. The
bridge itself is only visible in the lower left, with the bulk of the composition filled
with the landscape and temples that recede into mists, familiar from yamato-e
painting traditions. Small cartouches label the numerous temples and other places of
interest, situating the viewer within the landscape and imbuing the image with a sense
of specificity. Gojō Bridge was the famed site of the legendary battle between the
warrior Minamoto no Yoshitsune and the warrior-priest Benkei. However,
Shunchōsai instead emphasizes the contemporary identity of the bridge, as crowds
cross the bridge, dine in riverside restaurants, and visit nearby temples.
The buildings and streets are laid out on diagonals, recalling an earlier form of
landscape painting, popularized in the Momoyama period, rakuchū rakugai zu
(views in and around the capital). Appearing as screen painting in the
sixteenth century, rakuchū rakugai zu featured the city of Kyoto and its environs.
Matthew McKelway in Capitalscapes discusses at length rakuchū rakugai zu as a
style of screen painting. 218 These screens were notable for their geographical visual
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For a discussion of the history, development, and visual conventions of rakuchū rakugai
zu see Matthew McKelway, “A Formal and Conceptual Guide to rakuchū rakugai zu” in
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program. Derived from medieval paintings of sacred spaces, rakuchū rakugai zu took
advantage of Kyoto’s grid layout and rendered the distant landscapes in orthogonal
perspective. The streets run at intersecting diagonal and horizontal axes, which
became a hallmark of the style.219 In this example from the Edo period, the capital is
rendered in a minutely detailed view of the landscape and cityscape, teeming with
building and human activity (fig. 2.16). The bird’s-eye view, looking down over the
landscape, is emphasized in the use of parallel diagonal lines—the layout of streets in
Kyoto’s regularized grid—running throughout much of the screens. Golden clouds, a
convention borrowed from Tosa School yamato-e painting, divide the geographical
space, allowing for the omission of unnecessary space between famed sites.
Though rakuchū rakugai zu compress all of the famed Kyoto locations into
two folding screens, the pictorial conventions are very close to the individual
depictions of sites in meisho zue. These visual similarities have led some scholars to
characterize the images of meisho zue as “portable dissections” or “snippets” of
rakuchū rakugai zu.220 More than just sections of rakuchū rakugai zu compositions,
meisho zue also represent an assertion of access and ownership to the landscapes
depicted. While screens were made for an elite audience, meisho zue were marketed
to a wider public. Meisho zue then opened up these views to a broad audience,
offering the possibility of visual possession of the depicted sites.

Capitalscapes: Folding Screens and Political Imagination in Late Medieval Kyoto
(Honolulu: University of Hawai'i Press, 2006), 12-45.
219
McKelway, Capitalscapes, 22.
220
Goree refers to meisho zue as “a portable dissection of those large screen paintings.”
Goree, “Fantasies of the Real,” 168. Melinda Takeuchi, speaking generally of printed
guidebook scenes, calls these “snippets from the large traditional compositions.” Takeuchi,
Taiga’s True Views, 125.
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The rhetorical framing and visual conventions of Miyako meisho zue make it
clear that the images were designed to show spacious scenes that could be taken in
with one glance. These scenes were filled with minute details: buildings, rivers,
mountains, and people. This emphasis on detail, authenticity, and the understanding
of perspective and scale insisted to the viewer that the illustrations they viewed were
accurate representations of the topographical spaces depicted.
Masayoshi himself was involved in the production of a meisho zue, the
Tōkaidō meisho zue

(Illustrated Guidebook of Famous Sites of the

Tōkaidō, 1797), also by Akisato Ritō, and published by a coalition of Kyoto, Edo,
and Osaka publishers.221 The illustrations were also a collaborative production. A
roster of twenty-seven artists includes representatives from various schools of
painting, such as Maruyama Ōkyo, Ishida Yūtei (1754-1793), and Tosa Mitsutada
(1738-1806).222 Masayoshi provided fourteen illustrations, clustered towards the end
of the four volumes. The variety in Masayoshi’s subjects is present throughout the
book. Masayoshi’s illustrations include views of shrines, mountains, historical scenes,
and contemporary urban images.
In the final illustration for the books, Masayoshi was tasked with the
illustration of Nihonbashi—the famed “Bridge of Japan” (

221

) that acted as the

Masayoshi also produced a printed scroll, Edo meisho zue, in 1785. This work, published
by Noda Shichibei of Edo, invokes the meisho zue genre in its title, but it is fundamentally a
different work. Though the illustrations bear similarities to other meisho zue work, it is
primarily a vehicle for poetry. This may suggest that the term “meisho zue” was not stable; it
could be appropriated beyond the guidebooks. Masayoshi and his publisher’s allusions to the
meisho zue genre for this work further reinforce the popularity of this new form and
Masayoshi’s repeated interest in it.
222
Atsumi, Edo no kufusha, 32. Traganou, The Tōkaidō Road, 112. Kasuya Hiroku ed.,
Tōkaidō meisho zue o yomu (Tokyo: Tōkyōdō Shuppan, 1997).
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symbolic center of the city--and by extension, of the entire country (fig. 2.17). It was
the final stop on the Tōkaidō, the point from which all distances were measured in the
city. In 1614 Miura Jōshin wrote of Nihonbashi, “Still, when one looks out over
Nihonbashi, at night and day people are lined up, it is very like a city.” (
s

(

(

(

).223 A

bustling center of commerce, there stood a famed fish market along its banks, visible
in Masayoshi’s image. The market fills the right side of the riverbank. Fish are
visible on display, while workers can be seen carting their goods through the crowded
streets. The Nihonbashi River is equally active; boats can be seen pulling up to the
docks, unloading product, while others row by, laden with goods. The bridge itself is
depicted toward the background of the print, filled with people, carts, and even a
daimyo standard. Several stylized clouds permeate the composition, a nod to earlier
landscape traditions.
Masayoshi’s image of the heart of the city celebrates the prosperity and status
of Edo. The bustling market is teeming with goods, people, and profitable
transactions. In the distance, Edo Castle rises above the trees, symbolically inserting
the shogun into the image and reminding the viewer of its status as the shogun’s
capital. At the horizon, Mount Fuji rises in the distance, while two cranes gambol in
flight to the right. Cranes, as symbols of longevity, combine with the auspicious
presence of Mount Fuji to celebrate the success of the city. Masayoshi signs this
image Tōto Keisai Masayoshi zu
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Transcription from Miura Jōshin, Keichō kenmonshū (Tokyo: Fuzanbō, 1906), 98.
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the Eastern Capital). Again, as in his Edo meisho no e, Masayoshi proclaims his
affiliation with the shogunal city.
The publishers of Tōkaidō meisho zue also had strong ties to Edo. The
colophon information for the work lists eleven separate publishers, all under the term
shōrin

, a term meaning “bookshop,” which was used by publisher-booksellers

who might have published or distributed the work.224 Hailing from the three
metropolises, Naniwa (Osaka), Kyoto, and Edo, the six-volume book was a largescale operation for its time.225 The list of publishers indicates the potential markets
involved, since these publishers would have also sold the book in their shops.
Besides the fact that these cities represent the major contemporary metropolises and
publishing centers, their locations would have held advantages for the sale of this
book. The Tōkaidō passed from Edo to Kyoto (with an offshoot route to Osaka
possible as well), so these publishers could capitalize on a market of travelers seeking
souvenirs of their trip as well as locals who wanted to imagine the route that passed
through their city.
The three Edo publishers, Suharaya Mohē (who would publish Edo meisho no
e in 1803), Maekawa Rokuzaemon

, and Kobayashi Shinbei

all had shops in the Nihonbashi area. At the center of the city and the starting
point of the Tōkaidō, these publishers were able to take advantage of the numerous
travelers who had departed or arrived there as well as passed through the city. These
customers, who would have been interested in purchasing souvenirs of their journey,
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would have found Tōkaidō meisho zue an appropriate purchase for either personal
enjoyment or perhaps as a gift for those back home who could not afford the journey.
Those living in Edo may have enjoyed the heavily illustrated books, allowing them to
imagine the journey from their city to distant Kyoto from the comfort of their own
homes or acquire knowledge about far-away places.
Masayoshi depicts these potential customers in another illustration in Tōkaidō
meisho zue. In this illustration of an Edo print shop, we see customers browsing an
extensive collection of printed goods for sale (fig. 2.18). The shop sign in front
advertises both sōshi (written material) and nishiki-e. The works themselves on
display demonstrate how illustrated books and single sheet prints were sold side by
side. One print on the far left bay depicts a landscape, possibly an image of fireworks
at Ryōgoku Bridge. Next to this work sits an uki-e of a theater interior. Printed books
are displayed below the single-sheet works. Young and old, men and women alike
peruse the shop. At the far right, a proprietor appears to be showing a set of books to
a well-dressed customer, wearing two-swords indicating his status as a samurai.
Banners identify the shop as belonging to Izumiya Ichibei, one of the
publishers of Nihon meisho no e, as discussed above. Though Izumiya does not
appear to have been involved in the publishing of Tōkaidō meisho zue, it seems likely
that the shop would have had an agreement to carry the publication. One might
imagine that to be featured so prominently, Izumiya may have paid a fee or else
arrived at a mutually beneficial deal for the sale and distribution of these books. This
agreement may have been Masayoshi’s first official connection with Izumiya. The
artist does not appear to have illustrated any books for the publisher, and I have only

127

been able to locate one other print by Masayoshi connected to Izumiya.226 Thus,
Masayoshi’s involvement with this publication could have been an important step in
connecting him to the publisher who would later be involved with bringing Nihon
meisho no e to market.227
Masayoshi’s relationship with another Nihon meisho no e publisher was also
strengthened through the publication of illustrated guidebook. Tsuruya Kiemon, who
also published Masayoshi’s uki-e during the 1790s, was the sole publisher of Ehon
azuma kagami

(An Illustrated Mirror of the East) in 1787. Masayoshi

had previously illustrated a kibyōshi for the publisher just a few years prior, which
may have been the start of their relationship.228
The illustrations of Ehon azuma kagami bear many similarities to the
illustrations of meisho zue. Depicting famous sites of the city of Edo, famous
temples, shrines, and shown are depicted from high vantage points, providing the
viewer with totalizing view of the site, the human activities miniscule in the distance.
However, the bulk of the accompanying texts are poems instead of historical and
cultural background. Thus, this work is less a guidebook than a collection of meisho
accompanied by poetry. The introduction, written by Morishima Chūryō (who would
also work with Masayoshi on Kōmō zatsuwa), makes clear that this work is a
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celebration of the city in the east. It boasts, “The crimson of capital rouge has been
snatched away by Edo purple; the flowers of the East surpass the blossoms of
Yoshino.” (

h

s

1

).229 Edo is

compared to both the beauty of the capital and the famed meisho of Yoshino, whose
cherry blossoms appeared frequently in classical poetry. Chūryō convinces the reader
of the following illustrations’ authenticity: “Celebrated artists of Edo wield the brush.
It imitates the dialect of an Edokko.”230 (
s

1

s

)

).231

Regardless of Chūryō’s boast of authenticity, the illustrations are not much
different from other meisho zue depictions of Edo. The three-volume set closes with
an image of Nihonbashi, bearing many similarities with Masayoshi’s earlier
illustration for Tōkaidō meisho zue (fig. 2.19). Again, the bustling markets on either
side of the bank appear, the bridge central in the composition. Edo Castle rises out
from the trees on the right side of the composition, while in the distance Mount Fuji
rises above voluminous clouds. However, the design is relatively simpler in
comparison with Tōkaidō meisho zue; the view is closer to the landscape, decorative
clouds obscure much of the crowds of the marketplace. The accompanying poem
reads, “Under the bridge the people do not abate, behind Nihonbashi the castle waits.”
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(

3

s

3

).232 The poem

calls out the important aspects of the composition: the bridge, the crowds, and the
castle. As the last meisho of the three volumes, both the popular crowds and the
looming presence of the shogun define the final view of Edo.
Like most ukiyo-e artists, Masayoshi’s first publications were illustrated
books. However, for the development of Masayoshi’s bird’s-eye view prints, the
printed book was especially important. During the 1780s and 1790s, as we can see,
meisho zue and their ilk took the printed book world by storm. Aiming to provide the
viewer with the sense that they were experiencing the actual topography of far off
places, the overhead, bird’s-eye view was common throughout. Though based on
earlier painting traditions, it was the printed guidebook that popularized this vantage
point, able to give the viewer access to a broad landscape in one glance.
Moreover, for Masayoshi the relationships that he developed through the
publishing of printed guidebooks would continue to sustain his career. Working with
publishers, such as Tsuruya Kiemon, Suharaya Mohē, and Izumiya Ichibei, would be
important for the production of his later works. Some, such as Tsuruya Kiemon,
would also commission uki-e prints from him during the same period. Tracking the
connections between Masayoshi and the publishers of his illustrated guidebooks
makes clear that these relationships made his later bird’s-eye view prints possible.
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The Icon of Japan: Popular Maps in the Late Eighteenth Century
What then of the map? Smith argues that Masayoshi’s unusual meisho no e
prints reside in an overlapping space between map and image. The map was indeed
yet another popular way in which the general populace engaged with geography
during the Edo period. The production of popular maps of Japan rapidly increased
during the Edo period. As Marcia Yonemoto has discussed in her book Mapping
Early Modern Japan, the increase in mapping during this time was due to the land
surveys and map-producing efforts of the Tokugawa shogunate.233 These maps
served not just official functions, but also commercial ones. While initially produced
for official and military purposes, the information became available to the public.
Commercial mapmakers based their own maps on the official models. These maps
took on a life of their own, the iconic shape of the country soon used for other visual
purposes, including prints and the decorative arts.
The first maps of the archipelago of Japan were based on the maps created by
the legendary Tendai priest Gyōki

(sometimes read as Gyōgi, 688-749), which

were created sometime after 745.234 Gyōki supposedly had traveled the entire country
in his attempt to gather alms for the building of Tōdaiji in Nara. While there had
been intermittent attempts at official mapping before the Edo period, the Tokugawa
were notable in their output of well-researched maps, the products of cadastral
surveys. During the Tokugawa reign, five sets of provincial maps and four maps of
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Japan in its entirety were produced.235 The information was obtained by requiring
provinces to submit maps and important data to the Tokugawa mapmakers, whose
maps aided the shogunate in ruling the country. More than pure information however,
the visual shorthand for Japan that cartography produced captured the imagination of
the public.236
The map form, especially the simple Gyōki-style maps, frequently appears on
decorative works, valued not for their way-finding properties, but as visual icons.
Hiraga Gennai, the polymath discussed in the previous chapter, produced several
maps himself. He had these reproduced on stoneware plates, their three-color glazes
becoming known as Gennai ware. Produced during the mid-eighteenth century, these
plates are rare today, though one example in the Kobe City Museum shows how the
abbreviated forms of continents and countries fill the visual plane of the plate, the
application of the three-color glaze mimicking the use of different colors to represent
political entities on a map (fig. 2.20). Later in the Tenpō era (1830-1844), map plates
produced in blue-and-white from the Imari kilns in Kyūshū were produced in number,
with many examples extant.
Some vessels, such as this extremely large example from the Harvard Art
Museums, include a greater amount of geography (fig. 2.21). Set against the rolling
blue waves, the archipelago of Japan is relatively small, and the edges of the platter
are filled with the forms of surrounding countries and continents. These countries
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include both the genuine, Hon Oranda
Shin Oranda

(True Holland, as opposed to

, or Indonesia), and imaginary, Chōjinkoku

(Country of Giants). The platter also includes textual information to further place
Japan within the international context. The distances from Japan to major countries
are given in a rectangular box in the center of the plate.
Popular for other personal objects as well, a small inrō from the eighteenth
century also co-opts the cartographic form for visual pleasure (fig. 2.22). In an
elegant lacquer piece dating to the early-mid eighteenth century, the islands of Japan
are rendered horizontally, as in the Gyōki map convention, wrapping around the
oblong case. The use of different colored, sprinkled metallic powders in the maki-e
technique delineates the individual provinces, while Mount Fuji, appearing in silver,
emerges from the boundaries between several provinces, prominently placed in the
center of one side. Signed by the artisan Shiomi Masanari, this finely crafted inrō
again utilizes the Gyōki-style map in the service of decorative flair. These decorative
objects take the form of the map and redefine it—from informational image to
decorative form. Even to those who did not have any interest in purchasing or
reading regular printed maps, the cartographic outline of Japan, as well as other
continents and countries of the world, proved a fascinating motif. Artisans
encouraged and fed this interest with decorative objects, allowing the buyers to adorn
their homes and even their bodies with the outline of Japan.
In all cases, these decorative maps eschew the political realities of the day for
a view of Japan that was based in a classical, totalizing view of the country. While
the shogun managed the country through the administrative unit of han

(domain),
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these decorative maps instead use the traditional kuni

(province) to delineate

borders within Japan. The convention of the use of provinces goes back to the five
central provinces and seven circuits, first established under Emperor Yōmei
(r. 585-7). Emperor Monmu

(r. 697-707) divided the country into 66

provinces, which evolved to become 68 provinces.237
Dividing the maps into provinces meant that maps did not necessarily reflect
the political reality of a country divided into domains; instead it hearkened back to the
classical history of the country. Yonemoto points out that precision in these maps
was not as important as the symbolism of Japan as a unified whole under the
Tokugawa that they featured.238 The use of provinces in the creation of a visual icon
of Japan may have then reinforced the idealized notion of Japan as a unified country,
everlasting and unchanging.
The idealization present in Gyōki style maps is equally present in Masayoshi’s
Nihon no meisho e. Devoid of actual political boundaries, only the cartouches
containing province names identify areas of the country. More importantly, before
Masayoshi’s print, the map was the only visual work to provide a comprehensive
view of the country. Only a map could provide the entire archipelago in one glance.
Thus, Nihon meisho no e has many visual similarities to printed maps. The
composition positions the Japanese islands horizontally across the picture plane,
though in a sweeping manner here, mimicking the foreshortening and curvature of
landscapes seen from afar. Indeed, the irregular coastline, constructed here through
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mountainous forms that layer upon each other as in Chinese painting, resembles the
irregular, often frilled edges of Gyōki-style maps. Furthermore, the detailed labeling
of each province and hundreds of famous sites is similar to many mapping
conventions. When viewed closely, the myriad characters communicate a high level
of information and accuracy, convincing the viewer of its authenticity as an
information object.
Edo meisho no e also has a clear connection to printed maps. As already
discussed, the print was granted a license for production as a map. Indeed, the work
included a high degree of geographical specificity, clearly illustrating bridges, rivers,
and major temples and shrines. Most importantly, it included Edo Castle,
prominently placed but vaguely rendered. However, it seems unlikely that anyone
intended the work to be read or to function as a map. It seems probable that an
abundance of caution prompted the Suharaya publishers to apply for the license, since
the work contained specific visual information about the topography of the shogun’s
capital. Indeed, another Suharaya publisher, Suharaya Ichibē, had suffered heavy
fines after the publication of “misleading maps” in a publication of 1786.239 The
Suharaya firm, whose publishers produced Edo meisho no e, had long been involved
in publishing printed maps. As previously mentioned, Suharaya Mohē printed several
maps of Edo annually. Their customers were no doubt already familiar with their
cartographic offerings; the addition of the unusual bird’s-eye-view would have been a
complementary production.
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Henry Smith argues that Masayoshi’s bird’s-eye views illustrate the flexibility
of the boundary between map and picture, apparent in the use of the same Chinese
characters in the words for “map” (ezu

) and picture (zue

). While this point

is correct, the title of the Masayoshi’s print clearly only utilizes the word

or picture.

Smith though, brushes this detail aside, seeing that “at the same time it draws our
attention less to the whole than to the parts, less to Japan as a totality than to the
assembly of particular ‘famous places.’”240
I believe instead that the bird’s-eye view images present a totalizing view,
even more so than many maps. Maps, in order to communicate information about
provincial boundaries, clearly demarcate these borders in diagrammatic ways. The
Masayoshi print does not do so; one area blends into another, one castle looks very
much like another. Japan appears as one contiguous land mass. The listing of places
is present, but it does not interfere with the view of the space, providing annotation,
not division. It is more picture than map. While Masayoshi’s bird’s-eye view prints
are clearly immersed in the late eighteenth century context of popular mapping, maps
are not solely responsible for this visual innovation. Mapping may have provided the
framework for bird’s-eye views, but the topographical trends in print and printed
books during the late eighteenth century filled in the images.

Conclusions
Though Masayoshi’s bird’s-eye views may have been hailed as “newly
invented” by his publishers, it is clear that these unusual topographical works were
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deeply embedded in the printed media market of the day. In the years leading up to
the publication of Edo meisho no e and Nihon meisho no e, Masayoshi developed a
body of landscape work. These prints and books formed his approach to landscape in
a way that was aligned with current print publishing trends.
Masayoshi’s single-sheet prints included both the popular uki-e and inventive
adaptations of meisho-e landscapes. Influenced by ideas of lensed sight, popularized
through not only uki-e but also the rise of telescopes, Masayoshi’s Ōmi hakkei series
reimagines the conventional subject. Though still linked to their poetic tropes, the
landscapes are now viewed through the novelty of the telescope, and with it a sense of
authenticity, of virtually viewing far-off places.
Masayoshi developed similar ideas on his work for commissions for
illustrated guidebooks. The influence of the meisho zue guidebook on Masayoshi’s
later bird’s-eye view is clear. Derived from earlier rakuchū rakugai zu painting
conventions, the visual conventions developed by Shunchōsai in Miyako meisho zue
guided Masayoshi in the development of his own meisho zue illustrations. These
landscapes, with their high vantage point, are minutely detailed, in an aim to convince
the viewer of their authenticity. The visual scale, allowing the viewer to take in large
areas in one composition, also recalls the act of looking through a telescope. Aided
by fantasy lenses, the viewer sees an imagined landscape that nonetheless insists on
its reality. This was the virtual travel promised by the producers of meisho zue.
The connections with publishers that Masayoshi developed throughout the late
eighteenth century became critical for the production of his bird’s-eye view prints.
Through his work on uki-e and Ehon azuma kagami, Tsuruya Kiemon, one of the key
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publishers of Edo single sheet prints, became familiar with Masayoshi’s skills in the
landscape genre. Likewise, the several publishers of the Suharaya firm no doubt were
impressed with Masayoshi’s work, as they commissioned work from him for meisho
zue as well as numerous illustrated books. Izumiya Ichibei, who appears to have
worked less frequently with Masayoshi, nonetheless was clearly connected to him—
the artist illustrated Izumiya’s shop in Tōkaidō meisho zue.
Tracing these interweaving connections between Masayoshi and the
publishers whose names appear throughout his topographical printed work reveals
that the professional relationships developed throughout his career were crucial to the
production of bird’s-eye view prints. Judging from the text on the accompanying
fukuro, it is possible that Masayoshi may have had a more collaborative relationship
with his publishers for these works. Instead of simply being commissioned by the
publisher, the use of the terms urihiromedokoro and seihonjo could indicate that
Masayoshi had some control over the copyright or even a financial stake in the
process. Indeed, after 1794 the artist had the luxury of an important samurai patron,
and he may have thus found himself able to pursue particular passion projects.
However, unlike surimono poetry prints, which were produced for particular private
circles, these prints appear to have been made for the general market. Thus, we may
imagine that the publishers, like Masayoshi, had a vested interest in producing a
popular work that would provide a return on their investment. Masayoshi’s proven
success in working on projects for them before no doubt helped convince them to take
a chance on these large, intricately carved prints. Furthermore, Masayoshi’s
depictions of famous sites and the city of Edo fit within their already established
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offerings. Alongside uki-e, guidebooks, and maps, the bird’s-eye view was not so
much an anomaly as an enhancement to the shop’s publications.
Though bird’s-eye views did not have the popularity of other landscape genres,
the ideas present in these works continue in many other topographical prints into the
nineteenth century. Other artists, especially the landscape superstars Utagawa
Hiroshige and Katsushika Hokusai, would also play with ideas of perspective to
create new visual spaces, weaving together topographical reality and imaginative
desires of the viewing public. Masayoshi’s works would live on, in particular, in the
works of Katsushika Hokusai, who seems to have heavily drawn from Masayoshi’s
work, creating his own bird’s-eye view of the Tōkaidō in 1818 (fig. 2.23). While
much has been made of Masayoshi’s genius, a closer interrogation into his network of
publishers reveals the wider connections between the publication of prints, travel
guides, and maps, which greatly informed the landscapes of the latter eighteenth
century, and in turn, the landscape boom of the nineteenth century.
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CHAPTER THREE
The Big Lives of Little People: Imaginary Places and the Edo World View
The development of the major urban metropolises of Edo, Osaka, and Kyoto
in the eighteenth century brought with it an alarming increase in the mass of humanity.
The city of Edo expanded to 1.4 million by the start of the nineteenth century,
surpassing the comparable European cities of Paris and London.241 As Hiraga Gennai
wrote in the 1760s, the marvel of the crowds at Ryōgoku Bridge made it appear as if
“all the houses of the provinces were empty.” 242 However, the city of Edo was not
the only crowded space teeming with humanity. The Japanese worldview was also
becoming increasingly congested. It was filled with an expanding number of foreign
peoples who inhabited strange and far-off lands. Some, such as the Dutch and
Koreans, actually visited Japanese shores. However, other bizarre races appeared
alongside them, despite the fact that there had never been any contact with them. This
chapter examines the development of one of these strange foreigners—the kobito
(Little People) and their imagined homeland in popular printed books.
While Japanese, Dutch, and kobito would never have met in the physical
space of the real world, they appeared together on the printed page. In an illustration
from the illustrated encyclopedia Wakan sansai zue

(Japanese-

Chinese Illustrations of the Three Forces), the miniature kobito appear anything but
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imaginary (fig. 3.1). The group of five male figures is clothed in simple loincloths,
their dress marking them as barbaric, not cultured. Their bodies are otherwise
unremarkable, except for their small stature, made clear by the large, looming figure
of a crane above them. While the reality of what this image described may have been
fantastical to the Edo reader, the accompanying text (discussed below), is a concise,
matter-of-fact discussion of the kobito homeland, complete with references. Filled
with strange beings from distant lands, the world was growing stranger.
Even the everyday, domestic sphere of the seventeenth- and eighteenthcentury reader could be strange and confusing. For those living in the bustling cities
of Edo, Kyoto, and Osaka, contemporary life was increasingly complex. Those in
urban environments might encounter people from unfamiliar provinces, need to
navigate complex inter-class relationships, and decipher a growing number of objects
in an increasingly varied material culture.243 Recognizing an opportunity, publishers
began to fill this need, producing not just specialized knowledge works, such as
manuals on flower arranging or Noh chanting, but also general illustrated
encyclopedias. These illustrated encyclopedias did not just list and categorize the
people, plants, animals, and places familiar to the Japanese, but also included
generous sections detailing the varied people of the world.244

243

Susan Hanley discusses the increasing wealth of Edo commoners as seen in the change of
houses in the seventeenth century. Hanley also points to the development of tansu storage at
this time as an indication of increasing wealth and that a growing number of people now
owned more clothing, dishes, and utensils than they needed on a daily basis. See Susan B.
Hanley, “Housings and Furnishings,” in Everyday Things in Premodern Japan: The Hidden
Legacy of Material Culture (Berkeley, CA: University of California Press, 1997), 25-50.
244
The focus of this chapter is illustrated encyclopedias. However, these books were part of a
broader genre of popular dictionaries and encyclopedias such as setsuyōshū

141

The kobito appeared within the Japanese print culture as one of these myriad
new races inhabiting these invented worlds. Tiny dwarves whose small stature meant
that they were in danger from attacking birds, Little People were part of a larger
group of imagined monstrous races. By the mid-eighteenth century, a number of these
fantastic people had become familiar to Japanese readers. These races included the
tenaga

(Long-Armed), senkyō

(Drilled-Chests” those with holes in their

chests), and the residents of the dangerous Land of Women (“from where men never
return”).245 Though these bizarre figures may appear impossibly strange to the
modern viewer, they were perhaps no more odd to Japanese readers than Western
foreigners, known for their wild red curly hair.
Foreigners and their culture, both real and imagined, were of great interest to
the Japanese commoner. As discussed in previous chapters, a general fashion for
rangaku Dutch studies and the popularity of world maps reflect the enthusiasm for all
things foreign. This chapter, however, moves from the solid world of the real to the
amorphous realm of fantasy. Unlike the Dutch, Portuguese, or Korean, there was no
factual information or first-hand experience upon which to base depictions of these
other strange lands and their inhabitants. Freed from fact and possibly dangerous
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commentary on international politics, the Japanese writer, artist, and publisher were
allowed to let their thoughts run free. Inhabiting an overlapping space between fact
and fiction, the imaginary kobito appear in both serious encyclopedic texts and
fictional tales. Even in the nineteenth century, after the beginning of formal trade
relations with the wider international world in 1854, Little People appear in prints of
the new foreigners known as yokohama-e

(Yokohama pictures).

It is not clear how many people considered kobito and their ilk as “real” in
comparison with other foreigners, and no doubt some would have considered such a
strange person too improbable. The island home of the kobito, Kobitojima
(Little People Island) or sometimes kobitokoku

(Little People Country), was

included in world maps, placing them in the physical reality of Japan, China, Holland,
and America. However, these Little People also appeared in books written for
children, indicating that Little People straddled the boundary of fantasy. Whether
these readers regarded these Little People as real or invented, it is clear that the kobito
occupied an ontological space shared by these “others,” adding to the richness of a
newly international worldview and providing a safe space for the Japanese to engage
in imaginary play with foreigners.
The appearance of kobito and other imagined races have been often discussed
in modern scholarship on the imagined and imaginary foreign. The appearance of
foreigners during the Edo period, a time of so-called national seclusion that is at the
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same time characterized by an expanding worldview, has likewise been of interest to
many scholars.246
In Japanese scholarship, kobito have been more often the subject of inquiry in
literary studies than in art historical ones. Maeda Kingorō, in an early article from
1954, “Kobitojima kō—Saikaku goi kanken,” begins with references to Kobitojima in
the poetry of Ihara Saikaku

(1642-1693).247 Noting the association of this

strange land with summer nights (there were parallels between the short nights and
the short stature of the tiny people), the author proceeds to quote numerous
contemporary references to the island and people in encyclopedias, records, and
similar documents. Maeda’s thorough article quotes many period sources, tracing the
lineage of kobito from imported Chinese encyclopedias, but ultimately it remains
focused on interpreting this fantastic place through the lens of Danrin school haikai.
More recently, Suzuki Hiromitsu’s article “Kobitojima kō, zokucho” builds on
this earlier information, but more explicitly delves into period worldviews. Suzuki
argues that the Edo period view of world geography was shaped by three separate
lineages: Dutch studies, the Chinese text Sancai tuhui, and the texts of Roman
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Catholic missionaries translated into Chinese.248 For Suzuki, while the texts and
maps by missionaries such as Matteo Ricci (1552-1610) share remarkable similarities
to the Chinese models, it was nonetheless the Chinese works such as Sancai tuhi
(Illustrations of the Three Forces, 1609) and Shanhai jing

(The Classic

of Mountains and Seas, 4th century BCE) that were most influential for creating an
image of the kobito for the Japanese. These imported Chinese textual models
connected with Japanese vernacular stories of dwarves to produce the common idea
of the kobito that became popular during the eighteenth century. While Suzuki does
briefly discuss the iconography of kobito in Sancai tuhi, his concern, like Maeda’s, is
primarily literary.
Other scholars from a variety of disciplines have addressed similar related
issues of images of the exotic Other in Edo popular visual culture. The historian
Ronald Toby, who has frequently addressed ideas of the foreign in Edo history,
turned his attention to images of outsiders in his 1988 article “Imagining and Imaging
‘Anthropos’ in Early-Modern Japan.”249 Toby addresses the importation of a new
European cosmology in the sixteenth century and its effect on the Japanese
visualization of the world and its inhabitants. For Toby, the production of bankoku
sōzu

and encyclopedias represented a seismic shift in world thinking, from

a Buddhist cosmology to one based on European cartography. The monstrous races
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are evidence of the varied “human geography” that developed during the sixteenth
century as the Japanese began to adapt to a new worldview.
Taking an anthropologist’s view, Keiko Suzuki in her 2006 dissertation, “The
Tale of Tōjin: Visualizing Others in Japanese Popular Art from Edo to early Meiji,”
carefully examines the image of the tōjin

(literally “Tang Person”).250 While

tōjin were in theory real people, based on the Tang-dynasty Chinese, by the Edo
period, the term had become a general category for “foreigner” and could include
Chinese, Koreans, or even Westerners. As Suzuki argues, the concept of the tōjin
was a wholly Japanese product, created as part of a newly imagined popular world
order. Though this idea of the Other developed under the national seclusion laws of
the Tokugawa, as Suzuki’s dissertation shows, it was adapted further during the Meiji
period through another shift in a perceived world order. Suzuki demonstrates how the
character of the “real” Tang Chinese developed bizarre, even supernatural aspects as
part of this foreign identity. In this way tōjin, like kobito, slid between the real and
the fantastic. Regardless of the reality of their racial identity, the tōjin in popular
visual culture, as Suzuki argues, reflexively defined the Japanese identity against the
backdrop of a new international worldview.
Max Moerman, in his article, “Demonology and Eroticism: Islands of Women
in the Japanese Buddhist Imagination” (2009), investigates another invented island in
the Japanese geographic imagination: the Island of Women.251 Coming from a
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religious studies background, Moerman investigates two different female realms that
appeared in both Buddhist stories (rasetsukoku
(nyōgogashima

) and popular tales

). Moerman traces the overlap and transformation of these

legendary spaces within the Japanese popular imagination. These imagined spaces
appeared on both Buddhist maps and later seventeenth- and eighteenth-century
printed secular maps as imbued with both a sense of danger and desire. Moerman
argues that the Island of Women is evidence of the continued importance of Buddhist
cartography even as new Chinese and Western models entered the Japanese
worldview.
Art historians have also turned their attention to imagined worlds in Edo
popular visual culture. Timon Screch’s book The Lens Within the Heart: The
Western Scientific Gaze and Popular Imagery in Later Edo Japan, covers the broad
and varied impact of Western science in Edo popular culture. In Screech’s many
period examples, imagined spaces, both internal and external, frequently appear. In
these popular stories imported lenses expose hidden spaces and true motives,
humorous encyclopedias compare the imagined traits of the Dutch and Chinese with
Japan and viewing devices (discussed in the previous chapters) reveal imagined
worlds. Through these examples, Screech argues that Japanese popular culture was
not only aware of Western science before the modern era, but also adapted it to meet
the local desires and concerns.
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Julie Davis, in Partners in Print likewise explores imagined peoples and
worlds in her chapter on Santō Kyōden and Kitao Masayoshi’s illustrated book,
Daikokujō uke aiuri: Shingaku hayasomegusa

(Greatest

Sales Guaranteed: Quick-Dye Mind Study, 1790).252 In this book invisible Good and
Evil Spirits affect the protagonist’s life decisions. Made visible by Masayoshi’s
illustrations, the reader is treated to the comic actions of these spirits, who fight to
inhabit the protagonist’s body, steering him towards positive and negative deeds.
These imagined beings, which Kyōden imbues with character and personality, reveal
to the reader the fantastical world of human ethics. Moreover, the popularity of these
fictional spirits brought them to the real world—they appeared on the kabuki stage
later in the nineteenth century. Imagined personifications of morality now became
corporeal.
Throughout these studies of imagined countries and peoples, the creation and
consumption of printed knowledge has played a large role. Printed maps and
encyclopedias, in various forms, were central to the development and dissemination
of knowledge of the wider world, and their widespread availability had a deep impact
on the changing Edo worldview. Historians have addressed these works, especially
maps, more than art historians. Marcia Yonemoto, in Mapping Early Modern Japan:
Space, Place and Culture in the Tokugawa Period (1603-1868) gives a
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comprehensive view of geographical materials in the early modern period.253
Yonemoto addresses how mapping and the knowledge that came along with it
became the source material from which the Japanese developed and transformed
multiple and overlapping identities. Yonemoto’s analysis of not only maps, but also
travel writings, satire, and fictional travel stories illustrates the complex identities at
play during the late Edo period.
Elizabeth Berry, when writing about the development of what she terms the
“Library of Public Information” sees encyclopedias, dictionaries, and the like as part
of a group of works she terms “knowledge texts.” Berry sees these texts as having a
profound impact on Edo period readers: “The text affirms the knowability through
observation of worldly phenomena. They presume the coherence of those phenomena
through holistic and taxonomic modes of analysis. And they declare the entitlement
of anonymous and ordinary readers to know what is known.”254 Indeed, the visual and
textual rhetoric employed in the description of kobito exemplify how print works
affirmed the “knowability” of the wider international world. The large profusion of
texts dispersed knowledge throughout a larger and deeper public than ever before,
giving common, anonymous readers unprecedented access to knowledge, and
furthermore seemingly indicating that it was their right to this knowledge. Berry sees
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these texts as thus somewhat subversive: “they conveyed the message that individuals
could fashion themselves.”255
While certainly knowledge could be gained, such as appropriate manners for
tea ceremony, or lineages of the major daimyo houses, texts such as the illustrated
encyclopedias also seemed preoccupied on fixing categories of humanity—defining
and conscribing them to those definitions. In an already highly regimented society,
these encyclopedias reinforced existing and further expanded on these boundaries,
separating a category into small and small subcategories. In this way, the visual and
textual classification of both familiar society and the wider world helped readers
navigate a society that was supposed to strictly ordered, but in reality was often
complex and confusing. Readers could compare themselves to the Others of the
encyclopedia and reflexively define themselves against this varied backdrop of
humanity. While some self-fashioning was possible, these encyclopedic texts
ultimately reinforced the stratified world of Tokugawa political order.256 As part of
the social order, they were invaluable for Edoites who needed to quickly grasp their
world, both on the local and international level.
Even the supernatural world was ruled by this intense categorization. As
Michael Dylan Foster discusses in Pandemonium and Parade: Japanese Monsters
and the Culture of Yōkai, the Japanese pantheon of strange demons, ghouls, and
ghosts were subject to classification and definition in encyclopedic texts during the
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Edo period.257 Appearing in both printed encyclopedias and humorous compendia,
Foster’s book illustrates how these taxonomies of monsters “disciplined” the yōkai,
giving readers a way to manage fears and anxieties of the unknown, making
“comprehensible something that, almost by definition cannot be captured.”258
Recently, interest in these yōkai has only increased—in 2017 Matt Alt and Hiroko
Yoda produced an English translation of Toriyama Sekien’s

, 1712-1788)

four encyclopedias of these bizarre creatures.259
Like the yōkai, kobito could not be “captured.” Though they were classified
in most taxonomies as “people” (jinbutsu

), they were not visible in the real

world, and thus were products of the imagination. There were cases where kobito
were exhibited at misemono

sideshows during the eighteenth century. In these

cases, the examples were most likely Japanese people affected by dwarfism.260
Proprietors of the misemono shows appear to use the kobito term to invoke the exotic
foreigners. However, these actual people were roughly four feet tall, much taller than
the supposed inhabitants of Little People Island, who were understood to be under ten
inches tall. For the purpose of this dissertation, I will focus on the discourse
surrounding kobito as an imagined race.
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Their visual and textual identities, their miniature homeland, were constructed
through popular maps, encyclopedias, and works of fiction. As Jeffrey Jerome Cohen
states in his seven theses on “Monster Culture,” “the monstrous body is pure
culture.”261 So too was the monstrous homeland. Kobito and their imagined
Kobitojima, were wholly created for the Japanese imagination by popular print
culture. As Cohen suggests, the fantastic kobito should then be read against the
culture of the day.262 As such, this chapter will examine the ways in which
knowledge of kobito was constructed and deployed in popular maps and illustrated
encyclopedias, and then utilized to satirical ends in comic fiction. Kobito, as it will
be seen, were part of the myriad races scattered throughout the new Japanese
worldview. This worldview was recently reoriented due to imported cartographic
information, but was nonetheless Japan-centric, adapting Chinese models and
knowledge to new purposes.
The production and publication of encyclopedias illustrated, categorized, and
explained this new world. Moreover, encyclopedias not only contained knowledge,
but also reinforced an understanding that the world could be broken down,
enumerated and understood—that its secrets were not arcane, but knowable. But this
knowledge was not necessarily sacred. Once the knowledge of kobito became
widespread, or part of the “library of public information” as Berry puts it, they
became vehicles for writers of fiction. The foreign, once tamed by the methods of the
encyclopedia, was no longer overwhelming and strange. Instead, kobito became
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vehicles for casting a satirical eye on contemporary culture. Through their bodies of
“pure culture,” the kobito and their fantastic country allowed the Japanese to
comfortably explore the foreign and exotic from the comfort of the printed page.263

A New Worldview: European Maps and Chinese Encyclopedias
Although the Tokugawa shogunate had instituted the sakoku

(literally

“closed country”) policy during the 1630s, it has become clear that while this policy
limited the international exchange of people and some goods, Japan remained very
much engaged with the wider world. Exempt from sakoku policies, the Dutch and
Chinese continued to trade in Japan at Nagasaki, and they became a main source of
knowledge about the lands, events, and people beyond Japan’s borders.264 Historians
have been reexamining how international relations continued throughout the Edo
period. Ronald Toby, in his landmark work, argued that not only did the Tokugawa
actively develop and maintain international relations, but they also used these
relationships to bolster their political status, creating a “Japan-centered” view of the
world that was tied closely to the bakufu government.265
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More recently, historians have explored the varied and nuanced ways in which
Japan continued to interact with the international stage. As Michael Laver has argued,
the Tokugawa continued to encourage international trade during this period (albeit
within the confines of their strict system), and the Japanese economy continued to
influence larger trade in East Asia and beyond. Though Japanese merchants were
unable to travel abroad, Laver argues that there was instead Japanese trade “by
proxy”—foreign goods came to Japan through other traders, and in this same manner
Japanese goods and commodities were exchanged with the wider world.266 Robert
Hellyer illustrates how the individual domains of Satsuma and Tsushima maintained
foreign trade, revealing ways in which Japan continued to be involved in the
international sphere. Hellyer argues that for these domains, the country was never
“closed,” but continued to be “open,” arguing for a view of international relations that
was not based solely on the central authority of the Tokugawa bakufu.267 For
Satsuma and Tsushima, key points of interaction with Korea, the Ryūkyūs, and China,
relative independence in their international dealings allowed for trade with these
countries that continued the importation of foreign goods to Japan. The international
trade discussed by Laver and Hellyer was key to the dissemination of world
knowledge that appeared in printed maps and books brought to Japan after the
institution of sakoku policies.
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While Japanese could not travel abroad, information about the countries and
peoples of the world continued to flow into the country, mostly in the form of printed
materials, such as books, maps, and broadsheets. For Japanese print culture,
European printed maps and Chinese encyclopedias introduced both new geographies
and a broader view of humanity. The Japanese printed works that developed out of
this new imported knowledge created not only a new image of the world, but also a
visual system of organizing this new information. As the geographer J.B. Harley has
argued, maps “do not simply reproduce a topographical reality; they also interpret
it.”268 These printed maps, available to a reading public newly confronted with an
expanded international sphere, put a distilled, condensed, and imagined world was at
their fingertips.
As briefly discussed in the previous chapter, maps of the world held a certain
visual fascination for Edo-period Japanese; some also included pictures of inhabitants
from around the world, piquing interest in these exotic peoples. Beginning in the
Momoyama Period, European maps had become a source of decorative interest.
Painted screens, known as nanban world map screens, were made for the political
elite from the 1540s to the 1640s. Drawing heavily on European maps and
illustrations acquired from contact with the Portuguese and the Dutch, these folding
screens represent the absorption and interpretation of European cartography by
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Japanese artists.269 These screens included not only maps of the world, but also
figures representing people from the various countries.
In one such example, the anonymous pair of folding screens World Map and
Twenty-Eight Cities of the World in the Imperial Household Collection, it is clear that
the anonymous Japanese artist looked to European models in the creation of this work
(fig. 3.2). The screen World Map contains not just a map of the world, but also
examples of forty-two different peoples, each represented by a male-female couple
and separated into a grid format. The combination of maps and peoples of the world
originated in Dutch cartographic traditions, and by the send of the sixteenth century
this was standard practice for many European cartographers.270 The forty-two
different groups do not include any of the fantastical races that would later become
standard in the printed versions of these images of people of the myriad countries.
Naturally, these paintings were limited in their audience as singular works for the
political elite, but the concept rapidly made its way into print.
The first printed world maps combining European cartography and
compilations of foreign figures were produced in the 1640s.271 Frequently titled
bankoku sōzu
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Japanese viewer with not only new geographic knowledge of the world, but also a
visualization of the strange inhabitants of these spaces. With an emphasis on the
graphic, these maps were highly decorative, and some examples were mounted as
hanging scrolls for domestic display.272 Unlike the nanban screens, bankoku sōzu
printed maps included several groups of imagined races. These races, such as kobito,
became more visible through the intervention of Matteo Ricci (1552-1610).
An Italian Jesuit priest, Ricci is famous for his work in China, where he
learned the language and communicated European mathematic, scientific, and
cartographic knowledge to China. During this time, Ricci created Chinese world
maps that reflected current European world cartography. As Qiong Zhang as shown,
rather than a simple transmission of European knowledge, Ricci actively adapted his
maps to contemporary Chinese expectations of geography to ensure the acceptance of
this new view of the world.273 Ricci’s maps included many familiar places from
Chinese classical knowledge, even the legendary homelands of monstrous races.
Influenced by the Shanhaijing, Ricci’s map includes places such as the Nuren guo
(Land of Women) and the Airen guo

(Land of Dwarves).274 In Ricci’s

maps, Airen guo appears in the northern hemisphere, along the border of Russia,
adopting cartographic traditions from Gerardus Mercator’s maps. The West had its
own tradition of mythical little people (often referred to as pygmies), appearing in
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writings by Aristotle and Pliny the Elder. The strange monstrous races, which also
included people with dog heads or faces embedded in their chests, continued to
appear on maps and in atlases in Europe in the early modern era.275 However, Ricci’s
descriptions of this mythical country share more in common with Chinese classical
knowledge than with European mythical dwarves.276 Thus when Ricci’s maps arrived
in Japan, sometime in the first years of the seventeenth century, the fantastic races of
Chinese tradition were already part of this new cartographic worldview.277
An example from 1671 is typical of the more economical works, printed with
map and chart on the same paper.278 Titled bankoku sōzu (fig. 3.3), the space is
divided between a European-style map on one side, and a chart with forty different
groups of foreigners on the other. The map is organized with the North and South
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Poles along a horizontal axis, putting east and west along a vertical one; North and
South America appear at the top, while Europe, Asia, and Africa are in the lower
sector. The small island of Japan appears towards the center of the composition, the
focal point for the Japanese viewer. The various countries and landforms are labeled
in convenient kana characters for easy reading. In each of the four corners of the map
is a ship: Dutch, Chinese, Japanese, and Portuguese, emphasizing the international
trade sphere of the Japanese. By placing Japanese ships alongside these three others,
the map elevates Japan into the realm of international trade.
This map-chart, the introductory text tells us, is intended to give the viewer a
sense of not only the expanse of the world, but also the breadth of humanity:
Since the beginning the world is wide and the variety of people is
infinite. As countries are different, so too are peoples different. Their
appearance is such that some are tall or short, their features are black
or white, they are paired male and female. Their forms here are
general. One can gain an understanding of the systems of their
clothing, headgear and the production of their weapons by observing
this. Looking at things this way you can discriminate between the
regions and peoples of the world at one time. This was made to help
you gain perfect knowledge of the natural world.
Published at the Port of Nagasaki in Sonogi District, Hizen
Province
3

h

3
3

h

i

h

s

3
3

s
h

h

s

3

279

279

Transcription and translation my own in consultation with Papelitzky and Toby.
Papelitzky’s transcription is based on an impression in the Bayerische Staatsbibliothek, while
mine is from the National Diet Library. Toby transcribes and translates a similar design of
1647 in the collection of the Kobe City Museum. The text in the Kobe work (as translated by
Toby) appears to be the same, indicating that there was a stock introduction used for these
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Though the introductory text announces that the work was published in Nagasaki, a
separate publishing cartouche at the base of the map indicates that the producer was
Hayashi Jizaemon

in Kyoto.280 It appears that the introductory text was

a holdover from the earlier production.281 While the current publisher was based in
Kyoto, keeping the place name of Nagasaki in the introduction may have been a
strategy of the publisher to convince the reader of the authenticity of the work.
Indeed, a map of the world published from one of the key Japanese trading ports
would have had more caché than one produced in Kyoto. Relying on the viewer’s
association of Nagasaki with the experience of the foreign and exotic, the Kyoto
publisher invokes its name to authenticate the information printed on the paper.
As promised by the text, the embedded images of the peoples of the world
give the viewer a sense of their possible variety. Arranged in a five by eight grid,
each section includes an explanatory cartouche and several figures. Male-female
couples represent most countries, with small groups appearing sporadically. Read
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from top to bottom and right to left, the chart begins with the most familiar and most
important examples of humanity to this map’s audience: the Japanese. Two members
of the upper class, a male samurai warrior with naginata halberd, and a court lady in
flowing robes represent the country. Following the Japanese were familiar foreigners
of the Japanese international sphere: the Daimei

(Ming China) and Kōrai 3

(Korea). The parade of foreign countries continues, including Tattan
(Tartary), Orankai
(Turkey), Amerika

3

(Manchuria), Samatara

(Sumatra), Toruko

3 (America), and Oranda

(Holland).

The introductory text guides the viewer, informing us that we are meant to pay
close attention to the figures’ clothing, headgear, and weapons to discern cultural
differences. Even in these small illustrations, great care has been taken with these
particular details. Each foreigner is marked in his/her difference by choices in
clothing (or lack of clothing), hairstyles, and weapons. Though the renderings of
these peoples are fairly simple, particular attention has been paid to these costumes,
ranging from multi-layered robes of the Japanese woman’s jūnihitoe

(twelve-

layered robe) to the wide pantaloons, capes, and brimmed hats of the Portuguese
(familiar from nanban screens), and the loincloths and leaf skirts of the Americans.282
Though the introductory text for this print is written in the more scholarly
Sino-Japanese kanbun, the texts are glossed and the individual country captions for
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each country are written in the more easily read kana. These were clearly works
intended to entice a broad audience with ranging levels of literacy. More than just
fanciful images, the textual cartouches emphasize distinctions between countries. The
chart then becomes a compendium enumerating all the people of the world. Laid out
visually for the one to comprehend in one glance, the viewer is able to study these
different foreigners, comparing their unusual costumes, remarking on their strange
physical attributes, and of course, comparing them with the examples of “Japanese”
in the upper right. In this way the viewer is encouraged to observe each group in the
manner of an early “ethnographic” study. Through examining the variety of
humanity, the viewer gains knowledge of the world.
Among these forty peoples of the world in this chart, strange groups appear
needing extra explanation. Five countries have additional commentary: Rau
(Laos), Rataran
(Giants), and kobito

(Ilha de Ladrones), Harashin

, (Brazil), Chōjin

. 283 Though Laos, Ilha de Ladrones (literally “Island

of Thieves,” this referred to the Mariana Islands), and Brazil were of course real
places, the commentary ascribes somewhat fantastical attributes to their inhabitants.
For example, the Brazilians are described as cannibals, while those from Ilha de
Ladrones paint their bodies in ink and steal.284 The chōjin and kobito receive a
similar treatment.
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See Papelitzky for full translations of these texts. Papelitzky, “A Description and Analysis
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Brazil became linked with cannibalism in early maps of the Americas in the sixteenth
century. Surekha Davies argues that the Brazilian as cannibal was a constructed identity, that
mapmakers purposely marked racial difference through diet. Davies, Renaissance
Ethnography and the Invention of the Human, 104-108. For a discussion of the image of
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The chōjin are dressed in strange manner akin to the “Americans.” The man
is bare-chested, wearing only a skirt made of leaves and animal skins to protect his
lower legs. The woman appears to be wearing textiles (an orange shirt and yellow
skirt), but her hair is disheveled and wild. Their commentary reads, “These people are
one jō, two shaku tall [about 3.6 meters]. They do not have written characters but
manage with knotted ropes.” (

s

.)285 Thus, the chōjin are described as (both visually and textually) primitive
people. Lacking a writing system or sophisticated clothing, they are relegated to the
realm of the barbarian.
The kobito, in contrast, are shown clothed in various robes and hats within
costumes similar to the Tonkin, Koreans, and other countries in this chart. Each of
four figures is depicted in a different style of clothing, but the clothing is complex—
each man wears a hat, some wear multiple robes, one appears in a tunic and pants.
The commentary reads, “These people are one shaku two sun tall (about 36 cm), they
cannot walk by themselves, or they will be taken by cranes, so they walk together in
groups.” (

i

.) Indeed the kobito’s precautions can be seen in the image, as the tiny figures
walk four abreast, their arms linked together to avoid being picked off by cranes.286

Brazilian cannibals in Europe and Japan, see Radu Leca, “Brazilian Cannibals in SixteenthCentury Europe and Seventeenth-Century Japan,” Comparative Critical Studies 11 (2014):
109-130.
285
Transcription and translation my own in consultation with Papelitzky. Papelitzky, “An
Analysis and Description of the Japanese World Map,” 42.
286
Transcription and translation my own in consultation with Papelitzky. Papelitzky, “An
Analysis and Description of the Japanese World Map,” 42.
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The attached map further reinforces the existence of the strange people. Their
homelands exist in the same cartographic realm as the Chinese, Dutch, and even the
Japanese themselves. Geographically, the countries of the chōjin and kobito appear at
either end of the north-south axis. The chōjin appear as part of a southern continent,
while the country of the kobito appears as part of northernmost Europe. In this way,
the chōjin and kobito represent two extremes, the largest and smallest people of the
world, inhabiting the most southern and northern points. The inclusion of these
extremes in the bankoku sōzu map and chart emphasizes the immense range of
humanity represented in the new world maps.287
However, the chart made this range manageable. Though the introductory
text claims that there is “endless variation” in the humanity of the world, the chart and
map make this variety digestible. Indeed, this single sheet provided the viewer with
a condensed new worldview, providing access to the wider international sphere, but
mediated so as to not overwhelm. The worldview circulated through the bankoku sōzu
prints presented to the Japanese not only new knowledge of a wider world, but also a
method of organizing them into discrete, definable categories. The use of charting,
listing, and defining would come to characterize the Edo printed encyclopedias when
approaching this newfound knowledge.
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The extremes also echo the symmetrical view of the world present since the sixth and
fifthe centuries BCE theories of climate zones. In this theory on either side of the equater
existed a Burned Zone, Temperate Zone, and Arctic Zone. Duane W. Roller, Ancient
Geography: The Discovery of the World in Classical Greece and Rome (London and New
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Producing Knowledge: Kobito and Japanese Illustrated Encyclopedias
The variety of printed materials available to the general public beginning in
the seventeenth century was dizzying. Beyond works of fiction and entertainment,
there were a host of materials intended to develop knowledge of the larger world,
such as maps, gazetteers, and travel guides. These works could be used to make
sense of an ever-expanding and increasingly complex world.288 Encyclopedias, in
their incredible breadth, aimed to make heaven, earth, and all its peoples
comprehensible. In doing so they were concerned not only with the familiar, but also
with classifying and explicating the confusing body of foreigners that became part of
the Japanese worldview.
Before the production of printed encyclopedias, the dissemination of
knowledge had been largely a private, sometimes secret, process. In religious
contexts, instruction and knowledge were passed down through sacred texts, copied
by hand, or in the case of Zen practices, through direct student-teacher relationships.
The transmission of secret teachings applied in the secular world as well, with masterdisciple relationships holding vital importance. Knowledge was a secret, treasured
thing, only available to those with the appropriate connections (and often social
standing).289
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Berry illustrates this in her discussion of the variety of texts available to an imagined shop
clerk in Kyoto. As she describes his potential process of preparing for a trip, she notes the
number and types of texts he could consult. Berry, Japan in Print, 1-12.
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See also Linda Chance’s discussion of the transmission of Tsurezuregusa, and the
controversial nature of letting secret knowledge of the texts be made public Linda H. Chance,
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However, the creation of a commercial publishing industry would change this
approach to knowledge. As the industry flourished, manuals were available on
everything from poetry and Noh chanting to flower arranging and the han
administrative units and their annual production yields. To achieve wide ranging and
specialist knowledge, one no longer had to petition a teacher, but instead merely to go
to a local bookshop and purchase the appropriate volumes.
Kashihon’ya

(commercial lending libraries), were also available and

spread opportunities for reading throughout Japan. Beginning in the seventeenth
century, itinerant peddlers loaned books to the general public for a fee. The
commercial lending library became a familiar part of people’s lives, mentioned even
in popular poetry.290 While the most popular books to circulate through these
libraries were works of fiction, a wide variety of printed books, even manuscripts,
were borrowable from the kashihon’ya. Knowledge was now available to anyone
who wanted it and could pay for it.
These books, however, were selling more than knowledge; they were selling
an entire knowledge system. Encyclopedias marketed an entirely new way of
thinking of the world, one that divided all of existence into discrete categories.
Michael Dylan Foster refers to this as the encyclopedic mode. Foster links the
encyclopedic mode in Edo encyclopedias to the dominance of Neo-Confucian
philosophy. For Foster, the desire to describe, explain, and integrate knowledge was
aligned with the Tokugawa unification of the country. While I agree that NeoConfucian ideas of order and information play an important role in the encyclopedic
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See Kornicki, The Book in Japan, 391-7.
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mode of Edo knowledge making, this approach does not take into account the more
general popularity of encyclopedias within the commercial market. Printed popular
encyclopedias, first imported from China and then produced domestically, were made
for a varied audience, as indicated by the prevalence of illustrations and kana glosses
in the texts. Furthermore, they were repeatedly republished and revised, an indication
of the profitability and demand for encyclopedic works. 291 More than a reflection of
Tokugawa unification or prevailing philosophical concerns, the popularity of printed
encyclopedias indicates willingness and an interest to comprehend the wider world
around them in a new manner.
At first Japanese encyclopedias were modeled on Chinese examples, which
were imported into Japan and then later adapted by Japanese publishers for a
domestic audience. The previously mentioned Shanhaijing was an amalgamation of
knowledge, drawn from religion, mythology, and folk beliefs, first produced in the 4th
century BCE.292 Originally circulated in manuscript form, it was mass-produced
through woodblock print technology, the earliest edition of which dates from 1597.
The Shanhaijing had been known in Japan since ancient times, and Japanese printed
volumes appear as early as 1670.293
While knowledge of the Shanhaijing had existed for some time, the Sancai
tuhi, first published in China in 1607, may have been more directly related to the
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For a discussion of a later parody of Kinmō zui, see Miriam Wattles, "The Longevity of a
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seventeenth- and eighteenth-century Japanese printed works. Sancai tuhi itself owed
much of its content to Shanhaijing, but it organized the material differently,
separating entries into easily understood categories. It also included new material,
knowledge that had been acquired through increased international contact. With 106
chapters and copious illustrations, the Sancai tuhi covered a wide range of topics,
such as cosmology, geography, and natural history. Both the Shanhaijing and Sancai
tuhi represent the types of Chinese books that, through the accessibility of print
editions, formed the model for Japanese printed encyclopedias.
An adaptation of Sancai tuhi’s content appeared as the Kinmō zui
(Illustrations and Definitions to Train the Untutored) of 1666, widely considered
Japan’s first illustrated encyclopedia.294 The success of the encyclopedia is clear—
the work was republished several times and spawned a number of spin-offs and
parodies. Compiled by Nakamura Tekisai
print by the publisher Yamagataya

(1629-1702), it was put into
. A Neo-Confucian scholar, Tekisai aimed

to instruct his readers through images, which proved extremely popular.295 With a
total of twenty volumes and two additional index volumes, Kinmō zui presented a
wide range of knowledge.
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Nakamura Tekisai, and Kobayashi Shōjirō, Edo no irasuto jiten Kinmō Zui: Waga kuni
hatsu no irasuto hyakka: Tsuketari goi sōsakuin, kaisetsu (Tokyo: Bensei Shuppan, 2012).
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Each page of Kinmō zui is divided into ruled sections, with one section for
each entry, similar to the chart of people in the bankoku sōzu prints. The illustration
fills the section, while the text that accompanies each illustration is simple and
concise. The Chinese characters are large and phonetically glossed in kana; a brief
explanatory sentence in either Japanese or kanbun follows.
While much of the material was adapted from the Sancai tuhi, it was not
simply a translation. The book was reoriented towards a Japanese reader, with many
entries about animals, people, and objects that would be of interest and use to a
Japanese reader. The entries include esoteric and familiar objects, such as Japanese
religious clothing (fig. 3.4) and domestic food preparation and serving items (fig. 3.5).
Indeed, the section on humanity (jinbutsu

) begins with the various classes and

professions that would have been familiar to the domestic reader. Its pages include
many entries of various types of artisans, including bow makers, arrow makers, divers,
washerwomen, stone carvers, and even painters (fig. 3.6).296
The intermixing of Sancai tuhi adaptations and domestic material can be seen
clearly in the jinbutsu section. This section includes Japanese peoples (peoples of
different ranks, ages, and professions), as well as foreign peoples, immortals,
bodhisattvas, and even oni

(demons), which appear without any clear distinction.

Thumbing through the pages, reader would encounter in successive entries: a blind
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The illustration of artisans and craftsmen at work had its roots in Momoyama period
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person (shown playing the flute), a beggar (with begging bowl), a person with a
harelip (shown hiding her face behind a fan), a hunchback, an armorer, a jewel
polisher, an Eastern Barbarian (Tōi

) and a Southern Barbarian (Nanban

,

dressed as a Portuguese). After these two different barbarian groups, an abbreviated
group of foreigners continues, familiar from both the bankoku sōzu prints: the
Chinese, Koreans, Mongolians (Mōko), and Luzon, as well as the Long-Armed, the
Long-Legged, and the dark-skinned inhabitants of Mount Kunlun. The kobito,
glossed here as shōjin (another reading of the same Chinese characters), are depicted
as in the bankoku sōzu: four tiny men in robes and hats, their arms linked together,
presumably for protection (fig. 3.7). The accompanying text, however, mentions
nothing regarding the reason for their traveling in a group; it only gives the various
names for these people: “Shōjin. Colloquially called kobito. The Land of Little
People [kobito koku]. The same as Short Person Country [tanjin koku].”(

)

.)
There is no clear distinction between the domestic and the foreign, no separate
entry for Japan; instead, the individual Japanese are not defined by any sort of unique
Japanese characteristics, but rather by their class, gender, profession, or physical
characteristics.

In doing so, the entries introduce and regulate the foreign—the

Filipinos, kobito, and Chinese immortals are all variations within the category of
jinbutsu, packaged in an easily comprehended, visually accessible manner.
The purpose of this text is not to explain, but to list and name. For the Kinmō
zui, naming was the vehicle for knowledge. The trend continued in other entries. The
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entry for woman, one of the first in the jinbutsu section, is mostly comprised of words
associated with this category of person, “Female. Woman, girl, maiden, Women who
are already married are called fu, wife.” (

(

)

.)297 Listing, as Foster argues in his discussion of the
study of monsters in these encyclopedias, served to “prescribe and popularize a
certain world order, introducing people to things they might not otherwise know
about and acquainting them with the ‘proper’ names of things for which they might
only know a local term.”298 Naming was the first step in knowledge generation and
acquisition. Armed with the correct terms for these categories of humanity, the
reader could take the next steps. It would be up to larger, more ambitious projects
like Wakan sansai zue to provide further information.
In comparison with Kinmō zui, Wakan sansai zue was impressive and
ambitious in its scope. Based largely on Sancai tuhi, it was compiled by Terajima
Ryōan

(1660s?-?), a prominent Osaka doctor. Though Chinese

encyclopedias had been available in Japan through trade at Nagasaki, they were
prohibitively expensive for most, and the publication of Wakan sansai zue allowed
the same information to reach a wider audience. While written in scholarly kanbun, it
at least had glosses for the Japanese reader and was domestically produced.
Furthermore, the books, like many other, were likely available through the previously
discussed lending libraries. Records have also shown that Wakan sansai zue, through
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individual purchasers, extended its reach into the provinces, where it circulated
privately.299
The serious project of Wakan sansai zue was no doubt an expensive
undertaking. The main publisher of this work, Okada Saburōemon

,

was based in Osaka, like its compiler. Okada appears to have had much wider
ranging interests. In 1686 he published Ihara Saikaku’s Kōshoku ichidai onna
(Life of an Amorous Woman). Ihara Saikaku

(1642–1693) is one

of the most famous Edo period poets and writers, a creator of the ukiyo-zōshi genre of
fiction that focused on the contemporary chōnin lifestyles. Okada also published
Ehon yamato shikyō

(Illustrated Japanese Shijing), a book of poetry, in

1771. The publication of a range of materials may indicate that Okada was more of a
generalist, not confining his firm to one type of book, but instead following the
market where it led. Okada’s diverse offerings may also indicate that by the
eighteenth century a wider audience may have been interested in illustrated
encyclopedias, and thus a publisher whose roster included popular fiction and poetry
would not feel uncomfortable producing a large, complex knowledge text as well.
The eighty-one separate books (a total of 105 volumes) were divided intro
three sections: ten

(heaven), jinbutsu

(humanity), and chi

(earth). That

method of dividing the knowledge within the books had also been employed by
Sancai tuhi, and ultimately derived from Confucian notions, a method of classifying
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existence into discrete categories. The first six volumes are devoted to heaven,
followed by an index volume and then 49 volumes devoted to the realm of humanity,
and finally 49 volumes devoted to the realm of the earth. The realm of heaven
includes a wide range of subjects. It begins with cosmology and the division of the
sky into nine circles, but also includes not just constellations, but also weather and
atmospheric conditions (snow, dew), and further subjects related to concepts of time,
such as calendars and festivals.
The humanity section contains much more than just a parade of foreign
peoples (which are included), but also all manner of subjects relating to humans and
the everyday experience. While some sections (such as the entries on medicine and
anatomy) no doubt relied on the Chinese model, others, like the entries on various
court ranks, were compiled from Japanese sources and knowledge. Many seem
practical, such as entries on various tools, fabric types, even fishing and hunting
implements. Finally, the section of the earthly realm includes many entries on plants,
metals, precious elements, as well as maps of Japan, Korea, and the Ryūkyū Kingdom.
This organization system was not new, but it indicated to the reader its broad,
all-inclusive nature. It encompassed the entire universe: with the “Three Realms” in
its title, it promised to contain all comprehendible knowledge. Furthermore, the full
set contained not just the facts and illustrations, but also a separate volume with a
table of contents and an index. This organizational system not only made knowledge
easily accessible and findable, but also communicated the seriousness of the project.
This was not a book for casual skimming; it had no plot to follow, no narrative thread.
Instead, it was meant for the serious business of acquiring knowledge and looking up
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topics of interest. The knowledge contained in its pages was so immense that these
systems were necessary for its use.300
Wakan sansai zue makes further distinctions between types of humanity that
previous illustrated encyclopedias like Kinmō zui did not. The non-Japanese people of
the world are divided into two categories: ikoku jinbutsu
and gai’i jinbutsu

(foreign peoples)

(outer barbarians). The “Foreign People” section

encompasses many countries in East Asia, which the Japanese shared written
language, customs, and religion, such as the Chinese and Koreans. The Little People,
as one might expect, are included in the “Outer Barbarian” section, along with other
foreigners like the Dutch
of Dog People), and Rokurokubi

, Chanpan

(Vietnamese), Kukoku

(Land

(monstrous people whose necks could

elongate at will, fig. 3.8). This category of “foreigners” included both the exotic and
the monstrous, pointing to the permeability of these boundaries. The further refining
of the categories of foreigners creates a view of the world increasingly predicated on
smaller and smaller delineations between types. The urge to categorize, list, label,
and describe increased in this large, serious undertaking of encyclopedic knowledge.
Individual entries in the work continue to communicate the serious nature of
the project to the reader. The entry on kobito exemplifies this gravity (fig. 3.1).
While illustrated, unlike the Kinmō zui the illustrations do not overwhelm the text,
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instead acting as an introduction to the textual entry. The illustrations for the various
peoples are presented for the most part without any background or contextualizing
details, allowing the viewer to concentrate solely on the thing being explained—the
foreign person itself. The illustration of the kobito depicts five tiny figures, dressed
in simple loincloths. Unlike bankoku sōzu and Kinmō zui, they are dressed in a
primitive manner, revealing the influence of Sancai tuhi illustrations, which also
featured the kobito as half-naked figures (fig. 3.9). However, the kobito still appear as
a group, arms linked for protection, fleeing beneath the menacing figure of the flying
crane. As before, the crane is crucial for immediate understanding of the unique
visual qualities of the Little People. In their body they are not different from the
Japanese; they have no strange features, such as long arms, long ears, or black skin.
Their only difference is size, so the crane provides the important context to give a
sense of scale.
The crane also invigorates the image and relates directly to the text. The text
sets the Wakan sansai zue apart from other works like Kinmō zui. Beneath each
illustration the name of the entry is given in Chinese characters. These characters,
however, are glossed in kana on the right, giving the Japanese reading of the word—
here kobito. On the left is an alternate reading in katakana, shōjin. The length of
explanatory text for each entry varies, but all text is written in scholarly kanbun,
though with convenient kunten marks for reading assistance. These marks are not
strictly necessary for reading, but their inclusion indicates that the text, though written
in the serious scholarly style of Sino-Japanese kanbun, was meant to include a
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slightly wider audience, including people who were not as facile with kanbun. The
explanatory text for the Little People entry in full is:
According to the Sancai tuhi, “To the east there is the country of Little
People. They are peaceful and their height is 9 sun. If ocean cranes
meet them, they gulp them down. Because of this, when they go out,
they go as a group.
According to Guang Bowuzhi, the following is said. During the time
of the Kingdom of Wei, the garden of the central family of the house
of the prince of Heijian, while raining, eight or nine small children fell
from heaven. They were six or seven sun tall. Their own family was
in Hedong [Shanxi], in the south, but it is said they were blown away.
This remark is greatly understandable.

301

Though brief, the text communicates some key points. First, the compiler
cites his sources as both Sancai tuhi and Guang Bowuzhi

(Expansion of

Treatises on Curiosities), explicitly naming them and placing his own work within
this lineage.302 By citing several Chinese sources, the compiler invokes the
legitimacy of these previous works and notions of what constituted serious
scholarship in Japan. Then the compiler locates the imagined country, linking it to
the physical world. Next, the distinguishing characteristic of these people is given,
that they are tiny, merely 9 sun tall, or roughly 18 centimeters tall. Finally, a brief
anecdote further emphasizes their small stature: that they are so small that a crane can
devour them in a single gulp, thus their need to travel in groups.

301

Terajima Ryōan, Wakan sansai zue (1712), vol. 14, 33v-34r. Harvard Yenching Library
Rare Book Collection, TJ 9326 4234.
302
This encyclopedic text was compiled by Dong Sizhang (1568-1628).

176

The statement pulled from Guang Bowuzhi is not related to the image, but
instead gives further context of these people, linking them to ancient Chinese history.
Taking place in the kingdom of Wei, a powerful kingdom of the Three Kingdoms
period (220–280 CE), the text invokes a storied period of Chinese history. While this
additional story from the Guang Bowuzhi provides little additional information, the
statement confirms these people’s small stature: their children are only six or seven
sun tall (12-14 cm), so small that they could be blown away from their homes in a
rainstorm.
The use of two separate Chinese sources burnishes the credentials of the
information in this volume, invoking a scholarly system. The explicit naming of
these references sets Wakan sansai zue apart from the earlier projects. Kinmō zui
hardly uses text at all; instead it emphasizes the visual, as if supplying images would
be enough to comprehend the information. Though much of Wakan sansai zue is
adapted from Sancai tuhi, by actively citing numerous other sources, the publication
thus distinguishes itself as the compilation of a greater depth of knowledge, its
information collated for the ease of the reader. And this reader, as is clear from the
intellectual-leaning text and extensive organizational system, was one deeply
interested in the wide universe.

The Familiar Foreign: Kobito in Popular Edo Literature
The world of Edo period publishing was just as wide and varied as the foreign
countries in the pages of the Wakan sansai zue. Encyclopedias were just one small
section of the burgeoning market of printed books. There were, of course, other
knowledge texts, such as guidebooks, maps, directories, and manuals. Poetry, prose,
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and a dazzling array of fiction and comic tales were also on offer. While kobito may
have originally existed in printed books of serious scholarship, soon publishers,
writers, and illustrators of more popular works adopted the tiny figures for print.
As knowledge of strange foreigners like the kobito circulated in illustrated
encyclopedias, publishers of other genres made use of this new compendium of the
rich variety of humanity known to their readers. Though the Japanese public could
not travel abroad, due to the sakoku restrictions, imaginative journeys through distant
lands had long been a part of storytelling traditions. Kobito appeared in seventeenthcentury children’s books that retold classic Muromachi period tales for the Edo
audience. Later in the eighteenth century, with the rise of satirical fiction, authors
would use the conceit of a Japanese author observing strange customs in foreign
cultures to cast critical eye on the familiar culture of Edo itself.
As mentioned above, tales of intrepid explorers venturing beyond the island of
Japan to the wondrous foreign lands was not something new, and sometimes the Little
People were part of these discoveries. The Muromachi-period (1337-1573) tales of
Minamoto Yoshitsune (1159-1189) became the conventional example of the
adventuring hero. Yoshitsune, a historical figure and member of the Minamoto clan,
was one of the key warrior characters to emerge from the Taira-Minamoto wars
(1180-1185), one who evolved into a near legendary figure. Yoshitsune embarks on a
journey throughout various islands, and his stops include the island of Horse-Headed
People, the Island of Naked People, the Island of Women, and the Island of Little
People. These Little People are described as tiny men, around two inches high, who
live for eight hundred years and are visited six times daily by a heavenly host from
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the Buddhist Western paradise of Amida.303 This story of Yoshitsune’s travels is
attributed to a new interest in foreign lands, related to the trade in goods and
information, as well as to the fascination with the exotic playing out in imagined
journeys to these strange and wondrous lands.304
These stories retained their popularity in the Edo period, and tales of
Yoshitsune’s journeys appeared in printed books, such as the children’s book
Yoshitsune shima meguri

8

(Yoshitsune’s Island Tour, c. 1720).

Illustrated by Nishimura Shigenaga

(1697–1756), the Edo re-telling of this

story reworks the foreign countries visited by Yoshitsune to reflect more current
vision of the world. For example, the Horse-Headed People of the original
Muromachi period tale are not included, but instead other countries, such as
Ashinaga-shima

(Island of the Long-legged People), Tenaga-shima

(Island of the Long-armed People), Senkyō

(People with holes in their

stomachs) appear. A similar story, updated for a savvy adult audience, appears in
Fūryū Shidōken den

(The Tale of Dashing Shidōken), published in

1763 and written by Hiraga Gennai. Relying heavily on information from
encyclopedias like Wakan sansai zue, the work centers on the protagonist Asanoshin,
whose magical feather fan allows him to travel magically to famous places in Edo and
beyond. In his travels, he makes a study of pleasure at each place, eventually leaving
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him physically spent, now aware of the dangers of these pleasures.305 By traveling
through Edo and numerous other foreign countries, Asanoshin and the reader make
comparisons between these lands, something not available to the local reader.
In 1793, the publisher Tsutaya Jūzaburō

(1750-1797) published a

fantastic tale brushed by writer and poet Santō Kyōden
The book, Kobitojima kogome zakura

(1761-1816).306

(Tiny Petals of the Country of

Little People), was illustrated by ukiyo-e master, Kitao Shigemasa

(1739-

1820).307 While the previously discussed examples of stories of kobito emphasized
the foreign quality of these strange beings, Santō Kyōden’s Kobitojima (as I will refer
to it from here on), drew parallels between kobito and Edo culture. In doing so, the
“foreign” became familiar, and the narrative diverged from the “travel through the
lands” model of Yoshitsune’s journey already discussed.
The pairing of Kyōden and Tsutaya would be one of the more successful
ventures of Edo publishing. Kyōden was one of the leading writers of his day; by the
mid 1780s he had established his reputation as a writer of illustrated comic kibyōshi
(yellow covers), and frequently collaborated with Tsutaya.308 Tsutaya
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Marcia Yonemoto sees Fūryū Shidōken den as a “convoluted map of the many worlds of
Tokugawa Japan.” More than just a parody of encyclopedias, Yonemoto sees Gennai’s satire
as a way of prompting the reader to reexamine Edo norms through the lens of “foreignness.”
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). This is confirmed
in Kokusho sōmokuroku.
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should be read as kobitokoku, the gloss given for this title is
Kobitojima.
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Beginning in the 1780s, Tsutaya began to publish kibyōshi, and frequently hired Santō
Kyōden to produce works for him. This collaboration would continue for years, and Tsutaya,
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Jūzaburō became one of the most prominent publishers in Edo, after establishing a
reputation by publishing the Yoshiwara saiken, yearly critiques of the courtesans of
the Yoshiwara, in the mid-1770s. By the end of the next decade Tsutaya had his
hands in just about every aspect of publishing in Edo pertaining to the ephemeral
pleasures of the “floating world.” As Davis has argued, Tsutaya was more than a
publisher; he was an “impresario at the center of a network of talent and capital.”309
Tsutaya seems to have been attuned to the fickle tastes of Edo, and no doubt, like
Kyōden, he saw how strange foreigners, now somewhat familiar through the
illustrated encyclopedias, were ripe for an “Edo style” treatment
Kobitojima opens onto a now-familiar scene: a group of kobito being harassed
by a descending crane (fig. 3.10). As in the Wakan sansai zue illustrations, the kobito
walk with their arms linked together, protecting themselves from the predatory crane.
However, instead of being dressed in the “barbaric” loincloth of the encyclopedias or
the Chinese-style robes of Yoshitsune shima meguri, now the tiny figures are instead
dressed as Japanese priests. Their heads shaved, the central one prominently wears a
kesa, while the one on the far right walks hunched, with a cane. The text begins by

along with Tsuruya Kichizaemon (discussed in the previous chapter), became Kyōden’s two
main publishers.
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Julie Nelson Davis, “Tsutaya Jūzaburō, Master Publisher” in Designed for Pleasure, 115.
In this essay, Davis argues that Tsutaya’s skill as a “talent-spotter,” enabled him to enlist and
encourage the top artists and authors of the day, making him an active agent in the Edo
floating world culture. In Partners in Print, Davis illustrates how Tsutaya’s collaboration
with Yamazaki Kinbei on a luxury album of Yoshiwara beauties promoted a carefully
composed view of the pleasure quarters to profitable ends, Davis, Partners in Print, 61-107.
Likewise, Tanaka Yūko argues that Tsutaya raised Edo publishing to new heights, and that
his positioning of the Yoshiwara and Edo culture within this publishing world made him an
indispensible part of Japanese society. Tanaka Yūko, “What did Tsutaya Jūzaburō
Contribute?” in Utamaro, Sharaku no shikakenin, sono na wa Tsutaya Jūzaburō (Tokyo:
Santorī Bijutsukan, 2010).
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extolling the importance of even the smallest things, “It is said that it is better to be
too big than too small, but no progress is made when letting a tiger catch rats. A
pumpkin is not tastier than a squash. Even small pepper flakes are spicy, and though
needles are small, you cannot drink them.” (
s

s

(

3
.)310
The following pages begin to describe the Kobitojima in further detail,

drawing parallels between items and foods familiar to the resident of Edo and the
strange variants in this miniaturized space. It begins with a description of the land’s
Hōsun

(one sun square) capitol (one sun was equivalent to roughly three

centimeters):
Little People Country is more commonly called Little People Island. The
ruler is referred to as “Shōmei Emperor,” the capital was raised from the
land of “A Short Distance” and it was given the name of Hōsun. All tiny
things were generated in accordance. Its bustling prosperity of riches and
wealth is not different from another country [Japan]. The liveliness of the
Hōsun capital is like a karakuri peep box inserted into a clam, the traffic of
the market people is like the scattering of poppy seeds, and all the houses
made of ginseng.
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Initial translations and transcriptions for this book were produced with the assistance of
the Kuzushiji Reading Group at the University of Pennsylvania. Their assistance has been
invaluable. Subsequent revisions conducted by the author in consultation with the original
and Minoru Mizuno, ed., Santō Kyōden zenshū (Tokyo: Perikansha, 1992), vol. 3, 243-57.
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Clever references to the minuscule abound. Even the name of the emperor,
Shōmei, is a reference to a type of imaginary insect that makes its nests in the
eyelashes of mosquitos. This text accompanies an illustration of this bustling city,
appearing much like many of the illustrations of Edo streets (fig. 3.11). Two-story
buildings line the streets, their roofs capped with water cisterns for firefighting, just
as in Edo. Walking through the streets people in Japanese dress can be seen, carrying
parasols and being transported in kago palanquins. In the far distance the stock of a
lumber yard appears, bringing to mind the Fukagawa lumber yards in Edo, and above
that flies a kite, a familiar motif in depictions of Edo. However, when one looks
closer, using a magnifying glass (as the text prompts us), we see that things are quite
different. As stated in the accompanying text: “Without looking through a
magnifying glass it is difficult to see everything. Instead of oxen and horses, ants are
used. When in foreign countries it would be a bale of rice, one grain is used instead.”
(

1

)

3

s 3

.) 312 The “foreign country” being
referred to in this passage is not the wondrous Kobitojima, but instead the country of
Japan.
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The text goes on to explain that ginseng plants are like trees to the kobito, who
use them for lumber. Thus begins the main conceit of the text, that the familiar items
from the Edo reader’s world are instead used in this country in novel ways—that
scale makes familiar things strange. The prized “first bonito of the season” in Edo
culture is replaced here by the “first medaka,” a type of tiny fish sometimes kept as
pets during the Edo period. Even a familiar Edo medicine makes an appearance:
Also, occasionally the foreign lice cross into this country and lay waste to
the rice fields. To avoid these things, they coat the rice fields with Satteya,
and attach clappers to pots and cords. Everyone is so afraid of lice that it
is like the affectation of being afraid of wild boars. The hunting of foreign
lice is also called “boar hunting” but the origin of this is unknown.
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The Satteya was a shop that sold lice medicine in the city of Edo during the
mid-seventeenth century, its wares so popular that its name became synonymous with
the medicine itself.314 Beyond drawing parallels with Edo culture, these references to
Edo establish Kobitojima’s relationship to the rest of the world. The “foreign lice”
(presumably Japanese lice) arrive to decimate crops and terrorize the populace,
possibly denoting anxiety over the possibility of invasion from things “foreign.” The
term for the hunting of these horrible creatures is borrowed from the Japanese,
strangely called “boar hunting,” to which the author then feigns ignorance at the
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origin of this term. Furthermore, the actions of the Japanese (the readers of this text)
appear to be able to affect the Kobitojima directly:
When in a foreign country someone fidgets, in this country it becomes a
reverberating earthquake, the light of a flint strike appears as lighting in this
country, when they hear the grinding of a mortar and pestle they say “That
must be thunder.” Throughout the universe things are changed from the
foreign country, the heavenly bodies are not appropriate to this country, as
they appear too big. Supposing if as in the foreign country large drops of rain
were to fall, in this country there would be mass annihilation, but “the way of
heaven does not kill man.”
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After establishing the relationship between Kobitojima and the “foreign
country” (Japan), the text continues to tell the story of one particular inhabitant,
Mane’emon (“Mr. Bean”). Mane’emon is a special Little Person, because he had
received foreign knowledge and this sets him apart from the others. His knowledge
was learned from, according to the text, “Hachimonjiya Jishō.” This statement would
surely have caused the Edo reader to chuckle. Hachimonjiya Jishō

(d.

1745) was a writer and publisher of ukiyo-zōshi, fiction works revolving around the
floating world. Hachimonjiya published numerous works centering on the romantic
world of the pleasure quarters, as well as becoming the main publisher of actor
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ヘ 13 01961 0047.

185

critiques.316 Thus, the “foreign knowledge” that Mane’emon has acquired is in fact,
nothing but stories of Edo culture in Japan, not the sort of serious knowledge that
Mane’emon presumes.
Mane’emon’s unusual knowledge sets him apart from his fellow kobito, and
he opens up a shop in the center of the city, where he displays the strange things from
the foreign country (again, Japan), that he has assembled (fig. 3.12). This misemono
business is really just an excuse to get customers into his shop so that he can sell them
sake. Enamored of these strange exotic goods, Mane’emon’s shop is a hit, and he
becomes quite prosperous.
The rest of the story is a series of comic situations, where the kobito are
confronted with mundane objects from the “foreign country,” such as a bucket,
scissors, and an eel (fig. 3.13). Mane’emon, thanks to his studying of the works by
Hachimonjiya, is able to advise his countrymen, and he saves the day each time. His
deeds bring him to the attention of the emperor, who beseeches him to use his foreign
knowledge to subdue the cranes, the major fear of his people. Mane’emon employs a
trap, very similar to a type of rope-tying game in the Yoshiwara, to ensnare the crane,
who is pictured in the final illustration as subdued before the emperor, when
Mane’emon’s deeds are praised (fig. 3.14). Though Mane’emon and his compatriots
have been dressed in the manner of contemporary Japanese, the emperor and his
palace appear in a Chinese manner. Their robes and headgear, throne and
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architecture are marked as foreign, re-emphasizing the exotic nature of this tiny
country.
Through Kyōden’s satire the familiar animals and objects of the Japanese
world are turned on their head, made “foreign,” and shown in a new light. Small
things, such as ginseng plants, are giant trees in the eyes of the kobito. Lice, a
common but minor pest in the metropolis of Edo, become as terrifying as wild boars,
their crops destroyed by these beasts. Furthermore, each mention of these creatures
clearly denotes them as foreign. The Japanese reader, of course, could never travel
abroad, and was thus denied the ability to become a foreigner, except within the
fiction of these pages. In the satire of kibyōshi, the reader imagines himself as foreign,
seeing his own world in a new light.
The text also gently pokes fun at those in Edo who were interested in foreign
texts and foreign learning. As has been discussed in another chapter, the study of
“Dutch learning,” or rangaku, become increasingly popular in the eighteenth century
with the relaxation of the regulations regarding imported books in the 1720s. For
some, the study of foreign technology, goods, and art was a serious endeavor, but for
much of the public it was more of a novelty. Mane’emon has clearly studied many
foreign books, and his interest spills over to his business, as he sets up a misemono
style display to sell his sake. However, as any Edo resident could tell you, books by
Hachimonjiya were not the scholarly works that Mane’emon perhaps supposes they
are—they are only the frivolous works of the floating world. But this frivolity was
also serious work. Kyōden’s book prompts the reader to consider his own
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relationship with foreign goods and learning, perhaps calling into question the true
nature of the foreign books being increasingly imported into Japan as well.
The subject of kobito and their strange homeland was popular enough to
warrant another similar publication the following year. The kibyōshi Kobitojima
nanasato fūki

(Little People Island: Forty-Nine Leagues of

Riches), was illustrated by Katsushika Hokusai, under the name of Katsukawa Shunrō
and published by Murataya Jirōbē

in 1794. Few works

survive with the colophon intact, leading to speculation about its authorship, but
written records point to perhaps Honzentei Tsubohira

(1781-1801), a

student of Santō Kyōden, as the author of the text.317
Like Kyōden’s Kobitojima kogome zakura, Kobitojima nanasato fūki
(Nanasato, from now on), this story revolves around the ingenuity of a particular
Little Person when confronted by outsize problems brought on by interaction with the
outside world. The story begins with a group of kobito strolling along the beach,
where they spot a giant Buddha head peering out from behind the clouds, far in the
distance. The kobito, dressed in contemporary Japanese clothing, peer through a
telescope at the Buddha (fig. 3.15). The text begins,
There is a land that every child knows, Little People Island, and it is an
extremely small country. One time, some Little People went to the beach
viewing the weather and looking out to the offing. A large group of islanders
gathered as they could see something that looked like a mountain, but though
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they discussed it earnestly they didn’t understand it at all. As they were
talking amongst themselves, a tiny telescope was brought out and the large
shape they could see scared them out of their wits-- but they’re small so
they’re only half scared out of their wits. Four or five years before this, when
the Japanese person named Asahina went abroad, he brought news of a Great
Buddha was constructed in Kamakura. As this thing was so large, they
concluded that this must be the Great Buddha they’ve heard about.
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As the author states, Kobitojima is so familiar to the Japanese reader that even
children know about them. He proceeds then to foreshadow the type of humorous
contrasts between the kobito and objects familiar to the Japanese reader—the Great
Buddha at Kamakura (which was large, even for the Japanese), looks like a
“mountain,” and is so large that it scares the kobito. This type of humorous contrast
between familiar Japanese things and kobito continues throughout the story.
The kobito proceed to pray to the Buddha, who is so impressed by their
devotion that he grants them an extraordinary tuna, which arrives on their shores like
a great whale (fig. 3.16). The kobito excitedly bring down the giant beast, which
appears to be somewhat confused about the whole operation, thinking to himself,

318

The initial transcriptions and translations for this book were achieved with the great help
of the Kuzushiji Reading Group at the University of Pennsylvania. I thank them for their
generous support of this research. Subsequent revisions were produced by the author.
Kobitojima nanasato fūki (1794), vol. 1, 1r. Waseda University Library Collection, 13
01961 0163.

189

“What is this? I’ve come to an unimaginable place! This is kind of like being pricked
by little needles!”
.319 Though the kobito are able to land the fish, they now have a problem, because
the animal is so large that they have no idea how to process its flesh and make use of
their giant bounty.
Into the story steps the protagonist, clever Keshibei
reference to keshitsubu

(most likely a

, or poppy seed). Keshibei, dressed as an Edo

commoner and identifiable by the ke

crest on his clothing, proceeds to direct the

fishermen, creating a winch to pull the large fish into shore and then organizing the
processing of its flesh. In another play on size, the fishermen are shown using a small
cart made from Japanese coins to wheel the meat down the ridge of the fish’s back.
The fish is so large that it takes them three years to finish cutting up the fish, though
the author concedes that “Though you think that in three years it would go bad, that
there were no problems reeks of fiction.”

3
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Though Keshibei works hard for these three years, he takes none of the profit
himself. However, Keshibei is a clever man, and he offers to haul away the scraps
and bones for a fee. Keshibei is then revealed as someone with the mindset of an Edo
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merchant, since he is able to cut up the vertebra to make mortars and process the fat
to make oil. As the author tells us, “A clever person is able to make treasure out of
trash.”

3

s

.321 In the illustration to this text, the connection between Edo
commoner life and the Kobitojima is reinforced (fig. 3.17). The city scene appears
very similar to Edo: Keshibei is seen on the right, standing outside his shop beside a
stack of oil barrels as he makes deals with other Little People. Two young women
stroll along the street, dressed in contemporary Edo fashions, probably discussing the
combs made from tuna bone that an accessory seller is offering. While the items
listed on shop signs play off the miniscule scale of Little People Island (“Mini trays,”
“Tiny paintings,” and “Seed-size books” are advertised), the costumes of the people,
objects, and architecture appear almost exactly like an Edo city scene. Even the
bridge, which can be seen on the far right, has a finial very similar to Nihonbashi. In
this uki-e by Rekisentei Eiri, a similar scene at Nihonbashi, where there was a famed
fish market, illustrates the parallels drawn between Kobitojima and Edo (fig. 3.18).
Keshibei’s ingenuity does not stop there. Having sold off all the fat and bones,
he is now left with the intestines. The stench of the guts becomes unbearable,
attracting Japanese flies. Keshibei manages to catch one, as onlookers exclaim,
wondering if it is a large bird. The fly replies, “I’m not a bird. I’m embarrassed to
say that I’m a shit fly.”
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.322 Once again, a mundane phenomenon in the Edo reader’s world, the common
fly, is admired as something strange and wondrous by the kobito.
Indeed, the story continues, explaining how Keshibei presents the fly to the
emperor of the kobito, who is impressed, taking its wings to decorate his palace.
Keshibei then continues to make treasure out of trash, teaching the fly to perform
acrobatics and organizing a misemono sideshow in the Kobitojima entertainment
district (fig. 3.19). Never one to waste anything, Keshibei combines this spectacle
with an exhibition of the tuna’s enormous head. These attractions, the reader is told,
are very prosperous.
In the accompanying illustration, the viewer is treated to a scene that would be
familiar to anyone with even a passing knowledge of Edo. The entertainment district
appears very similar to the section of the Ryōgoku Bridge sakariba (discussed in
Chapter One). Crowds gather in front of the entrance to the tuna head exhibition, a
painted billboard hanging above two pitchmen who attract the crowd’s attention “Get
your advance tickets here! It’s really popular!”
As is often the case, the story closes with a happy ending. The kobito,
recognizing the Great Buddha’s intervention, build their own Giant Buddha to give
thanks for the bounty of the tuna. The emperor arrives to inspect this amazing
construction, praising Keshibei for his hard work. In this scene the emperor arrives in
a chariot pulled by ants, his attendants wearing costumes that interweave aspects of
the Chinese, Korean, and Tartar costumes from bankoku sōzu (fig. 3.20). Some wear
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feathered caps, while others wear hats similar to Ming costumes. Unlike Keshibei
and his fellow commoners, the court is dressed exotically, reminding the reader that
Kobitojima is a foreign place. It is not immediately clear why the court is visually
marked as Other, yet Keshibei and his compatriots remain decidedly familiar in
contemporary Japanese dress. Perhaps the artist wanted to ensure that the Japanese
reader could identify with Keshibei, so that he dressed him in Edo clothing, while the
court was removed from the viewer’s experience. The emperor and his entourage
were an opportunity to “other” the kobito, providing a hint of the exotic.
Keshibei is recognized for his ingenuity and assistance in helping the country
prosper. The emperor gives him a gift, and his riches only continue to increase into
his old age. Thanks to the divine protection of the Buddha and Keshibei’s shrewd
handling of the giant tuna, both he and the country prosper.
In the hands of Edo authors and publishers like these, the kobito took on new
lives. Instead of the knowledge texts produced in Kyoto and Osaka, these works take
the established concepts of kobito and rework them to new ends. By now
recognizable, what was originally a short description in Kinmō zui and Wakan sansai
zue about the nature of these tiny beings has become an entire work of fiction
surrounding the imagined lives of these strange foreigners. By embedding reference
to familiar objects, animals, and even publishers, the country of Little People
becomes a funhouse mirror for the Edo reader—he sees his own mundane, domestic
life reflected back as strange and foreign.
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Conclusions
The Edo-period reader’s knowledge of the Kobitojima, a place initially
strange but eventually made familiar, was part of the gradual increase in knowledge
about the wider international sphere. Japanese bankoku sōzu prints integrated
knowledge of new peoples, such as Laotians, Dutch, and Native Americans,
constructing a new worldview, made up of not only new geographies but also new
humanities. This new view, while initially prompted by European interaction, was
heavily influenced by imported Chinese knowledge, as Japanese publishers and
authors continued to rely on Chinese models for their visualizations of these bankoku.
How Japanese popular printed works easily integrated European knowledge and
Chinese knowledge is often overlooked in favor of a narrative that focuses on the
effects of early European interaction and subsequent isolationist policies.323 Instead,
the ways in which early printed encyclopedias integrate this knowledge argue for a
more nuanced view of the adoption and adaptation of European knowledge.
European information was mediated through Chinese modes and models; the local
Japanese publishing industry actively picked and chose what was most appropriate
for the domestic readership.
To meet the needs of this domestic readership, beginning in the mid
seventeenth century, publishers began to produce knowledge texts that specifically
treated the new and expanded worldview. Aimed at an expansive and varied
audience, illustrated encyclopedias inculcated a new audience into the scholarship of
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the world. The first illustrated encyclopedias, such as Kinmō zui, were rather simple,
using numerous illustrations and little more than the name of the object, person, or
concept. But names were enough for initial mastery; to know the name (and names)
of a thing, as well as its physical appearance, was the first step in full comprehension.
Later, Wakan sansai zue would delve more deeply into these subjects, becoming a
standard to be used throughout the Edo period. The illustrated encyclopedia became
increasingly part of the landscape of popular publication landscape side-by-side with
related specialty encyclopedias and parodies. More than just the knowledge
contained within their pages, these encyclopedias provided new structures for
organizing the world. By creating simple classification systems for all things in the
world, the encyclopedia tamed the unknown. The illustrated encyclopedia gave a
wide range of readers the reassurance that even in a tumultuous time, they had the
tools to understand the world around them and their place in it.
In the world of comic fiction, kobito also helped the Edo reader find his/her
place in the world. Authors and illustrators, at the behest of their publishers,
reinvented and reimagined the kobito for new uses. In the hands of the popular
fiction, such as Kobitojima kogome zakura and Kobitojima nanasato fūki, the kobito
turn concepts of familiar and foreign on their heads. Kobitojima kogome zakura
frequently mentions how the animals and phenomena of the “other country” (meaning
Japan) impact the tiny world of Kobitojima. Mild Japanese annoyances like lice
become ravaging hordes to the tiny country, while the sound of a common kitchen
mortar and pestle becomes thunder. Things familiar to the Japanese viewer are
foreign and frightening to the kobito. In a similar vein, common animals like tuna
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and flies are exotic creatures in the eyes of the kobito of Kobitojima nanasato fūki.
Both stories are humorous tales that reinforce Edo merchant values of thrift and
invention, as both protagonists make clever use of foreign objects for monetary gain.
In these stories, the kobito are confronted with awesome and frightening foreign
goods, animals, and phenomena. Nevertheless, a clever kobito, keeping true to
principles of ingenuity and invention, is able to capitalize on these foreign threats. In
this way kobito stories may also have reassured the Edo reader that even as new
knowledge of an expanded worldview arrived, foreign people and imports were no
threat, and perhaps even an opportunity for profit and personal advancement.
Kobito, one of the many bizarre Others, whose homelands appeared on maps
and encyclopedias, were made a plaything for Edo publishing. Tracing the
publication of these strange foreigners in maps and encyclopedias, we see how the
kobito were part of the mediation and adaption of new geographical and
epistemological structures. Once assimilated into Japanese encyclopedia and the like,
this material became fair game for popular culture—as well fodder for play about
these strange foreigners.
Though the popularity of the Little People decreased after the eighteenth
century, they were revived once more when Japan was again confronted with a new
worldview. After the arrival of Admiral Perry in 1853 and the signing of the Treaty
of Kanagawa in 1854, the genre of woodblock prints known as Yokohama-e would
depict for the viewer the many new wondrous and strange people arriving on
Japanese shores. While these woodblock prints contained images of many new
foreigners, they also returned to the “familiar foreign,” the kobito. In these prints
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kobito meet with the influx of new foreigners (fig. 3.21). In the fictive space of the
woodblock print, pre-existing conceptions of the foreign, i.e., the fantastic races, were
revived and reconfirmed. In doing so, earlier ideas and representations of foreignness
were deployed in the service of assimilating new concepts of the “foreigner”—
helping older structures of knowledge expand to accommodate new discoveries. In
this way, old ideas of the foreign helped encounters with a strange new world feel
familiar.
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CHAPTER FOUR
Mapping Time: The Cartographic Influence on Popular Picture Calendars
At first glance, the islands charted by a small map appear similar to many of
the other maps discussed in this dissertation thus far (fig. 4.1). The coastline’s frilled
edges recall the Gyōki-style maps on ceramic plates and decorated inrō of Chapter
Two; the extensive text on each separate province (or country) recall the conventions
of the bankoku sōzu of Chapter Three. However, as one looks closer, the names of
the countries are unfamiliar: Country of the Beginning of Spring (
the Rabbit Month (

), Country of the Waterless Month (

), Country of
). As one

delves deeper into the image, it becomes clear that this map does not chart the earth’s
topography, but instead it charts the temporal realm: the months of the year.
Throughout this dissertation, maps and cartography have played a supporting
role. As part of the geographic knowledge expressed in print culture, maps located
imaginary islands and were incorporated into bird’s-eye views. This final chapter
now considers mapping itself. However, instead of the official cartography of the
shogunate, this chapter turns to the strange phenomenon of the imaginary map. In
three examples from the late eighteenth to early nineteenth century, I will now turn to
consider how privately commissioned daishō egoyomi

(long-short picture
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calendars) absorbed the visual language of mapping, adapting cartography to new
sophisticated visual and conceptual puzzles for the Edo consumer.324
For the Tokugawa shogunate, mapping was serious business. At its start, the
country was politically fractured after years of war, and the Tokugawa needed to
establish effective control through and over an assemblage of feudal han
325

(domain).

As Mark Ravina has argued, Japan during the early modern period was “an

intricate patchwork of distinct governments.”326 Mapping was one of the tools that it
employed for bureaucratic management, necessary for careful negotiations with the
daimyo administering those states as part of the complex federacy that constituted a
new national order.
While simple maps of Japan had circulated since the eighth century, the
Tokugawa shogunate required more consistency and accuracy to assess territories,
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settle border issues, and chart highways.327 Cadastral surveys to assess agricultural
productivity had begun under Toyoyomi Hideyoshi

(1537-1598), and

continued into the Tokugawa regime. To produce this information, the Tokugawa
performed a series of comprehensive mapping campaigns beginning in 1605. More
than just the collection of information, as Berry argues, these maps revived ancient
ideas of Dai Nihon

(Great Japan) in their cartographic forms, conceptualizing

the country as timeless and unified.328 As a visual emblem, maps of the country
expressed the integration and order that the Tokugawa desired. 329
These Tokugawa maps, though not initially intended for consumption by the
general public, circulated widely in print. The shogunate granted commercial
publishers access to the national map first drafted in the 1630s. These commercial
publishers would continue to rework the map as a pictorial product, since the bulk of
the geographic information remained unchanged (or with minor updating).330
However, while maps were able to circulate within the country, they were prohibited
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from being sent abroad. The German physician and scholar Philipp Franz von
Siebold (1796-1866) was expelled from the country in 1829 after his possession of
Japanese maps was discovered.331
Because of the sensitive nature of this information, publishers were supposed
to secure official permission from the shogunate before going to print. Hōjō Ujinaga
(

1609-70) created one of the earliest maps of the city of Edo in 1658. An

experienced surveyor and high-ranking bakufu official, Ujinaga made his large, fivesheet map reflect the major changes of the city after the devastating Meireki fire of
1657.332 Soon after he submitted the draft of the completed map, the bakufu granted
permission for him to produce a commercial version. One of Hōjō’s aids, Fujii
Hanchi (1628-?), oversaw these publications, and he may have also published
commercial maps under the name Ochikochi Dōin (

).333 Other publishers,

such as Suwaraya Mohē (discussed in the previous chapter), regularly published maps
of Edo, as evidenced not only by the extant works but also by his applications for
kabu permissions for the publications of these works.334
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These maps helped chart the highway infrastructure that the Tokugawa
developed.335 Though these roads were not initially intended for leisure travel, they
helped facilitate what is often referred to as the late Edo period “travel boom,” with
an unprecedented number of commoners traveling the country.336 The growing
popularity of leisure and pilgrimage travel was part of what historian Nishiyama
Matsunosuke terms kōdō bunka

(culture of movement).337 While travel

became possible for commoners during the Edo period, there were still many
obstacles to undertaking a trip. Travel required money, leisure time, good health, and
the navigation of bureaucratic red tape.338 In theory this made travel particularly
difficult for sections of the population, such as farmers and women.339 Journeys were
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not without dangers and hardships, and travel guides from this period describe many
of the concerns that lurked in the potential traveler’s mind as he or she considered a
journey.340 Travel was not something that everyone was able to, or even wanted to,
partake in.
By contrast, maps were a far more accessible and safe way to engage in travel,
even if it was only of the armchair variety. A reader could peruse a small and portable
map of the country in his or her own room, like a paper magic carpet virtually
transporting the viewer. As the woodblock printing industry expanded, a
proliferation of materials spread to a wide audience, as we have seen, and the
geographic information previously in the hands of the elite now entered the
commoner realm.
The daishō egoyomi discussed in this chapter combine the map form with the
calendar and have rarely been addressed in academic study. Scholarly discussions of
mapping in the Edo period are often situated within historical, political, and cultural
frameworks to address issues of a changing country, state relations, and commoner
travel. As discussed in Chapter Three, historians have more frequently addressed Edo
period maps than art historians. As part of this focus on history, discussions of
mapping have been anchored in the realm of reality, with imagined or imaginary
maps commonly ignored or dismissed. As geographer J.B. Harley argues, historians
assess maps by the map’s stated role as a “factual statement of geographical reality.”

340

For a discussion of travel guides and their warnings to potential travelers see Constantine
Vaporis, "Caveat Viator. Advice to Travelers in the Edo Period," Monumenta Nipponica 44,
no. 4 (1989): 461-83.

203

Thus, “Inaccuracy,” we are told, “is a cartographic crime.”341 This chapter argues
that these map-calendars, though perhaps not useful for geographic navigation,
nonetheless are important for understanding the impact of cartography, as well as the
calendar, on early modern visual culture.
Historian Mary Elizabeth Berry has taken on the issue of commercial maps.
In her chapter “Maps are Strange” in Japan in Print: Information and Nation in the
Early Modern Period, Berry argues that the explosion of mapping that took place
during the early modern period was not so much due to technical advances, but rather
to a dramatic shift in conceptualizing space. For Berry, mapmaking was able to
flourish during the Edo period due to the Tokugawa shogunate’s ability to “think
generically about the space of the nation.”342 This new way of thinking was made
available to the public through commercial publishers, and the production of maps
then complemented other types of knowledge texts, such as encyclopedias and travel
guides, which became part of Berry’s “library of public information.”
While Marcia Yonemoto focuses on factual mapmaking in Mapping Early
Modern Japan: Space, Place and Culture in the Tokugawa Period (1603-1868), she
also includes satirical maps in her discussion of maps in popular Edo culture. Using
examples from sharebon

(style books), Yonemoto illustrates how these works

used conventions of cartography and encyclopedias to create humorous guides to the
intricate world of the pleasure quarters. These satirical books included imagined
maps that described the major players of the “floating world” and mapped the arcane
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conventions of the Yoshiwara. Yonemoto argues that more than just being humorous,
these “satirical geographies” were a political act, utilizing an official form of
discourse (the map) to celebrate the pleasure quarters and the hedonistic world
surrounding it.343
The maps considered in this chapter are imaginative flights of fancy intended
as calendars. These calendars, which concealed their temporal information within
clever images, were produced privately, outside the realm of commercial printmaking
for the public. They were a subset of surimono

(“printed thing,” a term

referring to privately commissioned prints). Often associated with luxurious
commissions from wealthy patrons and poetry clubs, these works were popular items
to exchange at the New Year.
While in recent years surimono have become increasingly the subject of
museum exhibitions and beautifully produced catalogues of private collections, most
of this focus has remained upon the square-format, luxurious works published during
the 1810s-1830s. The focus of this chapter is instead on the daishō egoyomi, the
earliest examples of which date from the 1720s.344 While these works could be
extravagant, many examples are more modest productions. These works were
ignored by American and European collectors, and thus they appear rarely in English
language exhibition catalogues and articles. Daniel McKee, in his dissertation
“Leaves of Words: The Art of Surimono as Poetic Practice,” treats the larger category
of surimono. He argues that, though surimono have traditionally been treated as
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subsets of ukiyo-e production, that they instead developed more directly out of
previous poetic and cultural practices. In his overview of the development and
reception of surimono, McKee addresses small pictures calendars, which he refers to
as egoyomi. For McKee, these smaller, more modest works indicate “a less elite
group of commissioners, though still of a class with the excess capital to pay for such
works.”345
Likewise in Japan the daishō egoyomi has garnered little attention; however,
some scholars have discussed it, especially in context of Edo commoner culture. In
Daishōreki, published in 1943, an early publication on these calendars
anthropologist Hasebe Kotondo aimed to bring these works to light as part of
Japanese “traditional culture.” Hasabe’s book discusses the nature of the Edo
calendar, differentiating the daishō egoyomi from other forms of pictorial calendars,
such as abbreviated calendars and those produced for the illiterate. Hasabe attempts
not only to define these categories but also to characterize the separate chronological
periods of production, from the Meiwa through Tenpō eras. Perhaps because of his
background as an anthropologist, Hasabe, unlike some art historians, argues that these
artistic works were not the sole expression of the artist’s creative genius, emphasizing
the contributions of the other agents of production, especially the carvers.346
Although Hasabe engaged with the daishō egoyomi at a relatively early date,
the study of egoyomi and surimono remains relatively neglected in Japan, according
to historian Nishiyama Matsunosuke. Nishiyama argues that this source material was
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popular with Western collectors, leading to the export of many of these prints to
collections and institutions overseas. Nevertheless, important collections of egoyomi
remain in Japan at institutions such as the National Diet Library and Toyō bunko.
Nishiyama’s investigation of the works in various Japanese and foreign collections
leads him to argue that surimono and egoyomi, as ōdā meido

(made

to order) works for commoners, are expressions of Edo culture.347
In Iwasaki Hitoshi’s more recent article “Matsura Seizan to daishō: Hirado-shi
no Matsura shiryō hakubutsukan zō no daishō harikomijō nitsuite” Iwasaki
investigates albums of daishō egoyomi belonging to the daimyo Matsura Seizan
(1760-1841).348 Iwasaki’s article is primarily concerned with Seizan as a
collector and the relation of daishō egoyomi to Seizan’s famed collection of essays,
Kasshi Yawa

(Night Tales of the Kasshi Era, begun in 1821). Iwasaki’s

article is an important contribution to the study of daishō egoyomi, because it sheds
light on contemporary collecting habits. While many daishō egoyomi exist today in
pasted albums, very little is known about the circumstances of the creation of these
albums. Iwasaki’s article illustrates how even those at the top of Edo society enjoyed
collecting and exchanging small picture calendars.
In this chapter I analyze three examples of cartographic daishō egoyomi.
These cartographic calendars range in date from the eighteenth through later
nineteenth centuries, but in the following discussion I concentrate on three from the
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turn of the nineteenth century. The first example is a calendar print of 1797 from the
Museum of Fine Arts, Boston. This small, monochromatic image converts auspicious
symbols to cartographic landmasses, imbuing the year with good fortune. The second
print, a sumptuous work, also from 1797, in the collection of the Edo Tokyo Museum,
utilizes the dōchū zu

(picture itinerary) format to present the viewer with a

temporal journey. The last example, a calendar print from 1807 in the collection of
the National Diet Library, recalls the earliest and most iconic Japanese maps,
producing an elegant work that poeticizes cartography.
As Benedict Anderson has stated, the map had the potential to move beyond a
method for charting geography and to become a powerful sign: the map-as-logo.349
The Tokugawa shogunate attempted to quantify, chart, and produce the image of a
unified country. However, as maps came to be produced in higher numbers for a
broader audience, the Edo publishing industry and its consumers turned the map into
something more. As New Year’s presents, cartographic egoyomi capitalized on the
desire for innovative and clever designs. More than just novel images, these prints
also show how the map was fully embraced by its viewers and by an audience that
included people with little opportunity for extensive travel. The conventions of
cartography that aided them in understanding a complex, expanding international
sphere, could now be applied to an equally complex concept—time. A tool for
knowledge and understanding, the map now not only charted the physical, but the
temporal as well.
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Map as Image: Printed Edo Maps
“Maps” were not a monolith. The variety of works categorized as maps
includes street level city maps, provincial maps, maps focusing on specific pilgrimage
routes, and maps that encompass the entirety of Japan. While some of these works
were monochromatic, many more were produced in brilliant colors, attracting the eye
and engaging the imagination. Maps were also available in a range of sizes, from
foldable pocket maps to large works, measuring about one meter by one meter,
viewable only when placed on the floor. This variety was made possible by a robust
publishing industry that was already selling printed books and prints to an audience
that increasingly hungered for both knowledge and entertainment. As discussed in
the previous chapter, far from being a “closed country,” the growing awareness of a
larger international sphere during the Edo period meant that many readers craved
these works, and publishers were happy to have found a new product to market.
Printed maps were primarily a commercial product. Publishers making
maps for purchase were in direct competition for the print consumer’s cash. Thus,
maps were designed to be pictorially engaging works that utilized the skill of the
cartographers, artists, and artisans involved in order to create not only an informative
work, but also an aesthetically appealing object. Maps that informed and entertained
with striking compositions, amusing details, and vibrant colors stood out in the
publisher’s shop. Unlike manuscript works, printed maps reached a broad audience
and offered a new way of comprehending space, including both the familiar
geography of home and the foreign world beyond. Maps as both printed object and
decorative motif came to assume a new place in the competitive print market.
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The earliest maps of the entirety of Japan are known as Gyōki-style maps;
works associated with the Buddhist monk Gyōki

(668-749). As mentioned

previously, Gyōki, who was said to have traveled extensively throughout the country,
does not appear to have been involved in cartography, though he became closely
associated with this style of map.350 These maps, which are fairly conventional and
show little regard for precision or accuracy, highlight the importance of the map as a
pictorial icon (fig.4.2). Early Gyōki-style manuscript maps often contain this
inscription, linking the image of Japan to Buddhist religious implements: “The
country of Japan is shaped like the point of a tokko [single-pronged vajra]. This is
why Buddhism continues to flourish. The shape also resembles a hōju [wishfulfilling jewel], and therefore it is blessed with such strange treasures as gold, silver,
copper, and iron; also, five kinds of cereal are harvested in abundance.”351
From even this early point, maps did more than graphically represent space.
Gyōki’s map links the physical space of Japan with Buddhist morality and cites this
as the reason for its blessings as a rich and bountiful country. Indeed, Unno argues
that these maps were associated with the Buddhist ritual of tsuina

, which was

meant to banish demons from the country. The use of these maps to inform the
Buddhist rites meant that they continued to be copied for centuries. Because of its
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importance for these rituals, Unno argues, the Gyōki map endured, becoming an icon
of the Japanese archipelago centuries later.352
This practice persisted into the early modern period; many of the earliest
extant printed maps of Japan are Gyōki-style works. The Dainihonkoku jishin no zu
(Picture of Earthquakes of The Great Country of Japan) of 1624
is a striking example of how maps integrated with the print culture of the time (fig.
4.3). Intended as a charm against earthquakes, the cartographic forms are both the
central focus of the print yet remain almost illegible due to the immense amount of
information packed into the composition. In this map the political capital of Kyoto,
the historical “center” of the country, is made into the literal pictorial center of the
country. The other provinces, each described as a small bubble, radiate outwards
from this center in what is sometimes referred to as a “fish scale” pattern. Many of
the provinces are linked with rope-like forms, visualizations of highways and major
roads. The vaguely oblong shape of Japan is barely recognizable to the modern
viewer, instead looking more like a horizontal pile of larval forms. These forms spill
over the dramatic frame—a self-devouring dragon. The ferocity of the dragon,
thought at that time to cause earthquakes, is somewhat tempered by the fact that he is
being crushed by the kanameishi

sacred stone, which was thought to be the only

thing to defeat him. Twelve large spikes ring the scaled body of the dragon. On each
spike is written a fortune pertaining to one of the twelve months. The fortunes predict
both good and bad outcomes of earthquakes, depending on the month concerned.
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These maps, which Unno calls “earthquake maps,” fulfilled several purposes.
They laid out a simplified view of the geography of the country, labeling the
provinces and linking them by main roads. The maps also doubled as a charm to
ward off the dreaded earthquakes, performing a talismanic function. Lastly, should
an earthquake strike, the fortunes printed on the map could help the viewer divine the
outcome. The remarkable image of the self-devouring dragon thus enlivens fairly dry
material and turns a schema of geographic representation into an icon. These striking
works were also often used as covers to the Ise koyomi

(Ise Almanac), a

general-audience printed almanac used throughout the Edo period. As Unno argues,
when used as a cover for the almanac, these maps became less precise over time,
eventually becoming more an “eye-catching decorative picture” than useful
diagram.353 The map had been absorbed by its printed format, swallowed as the
dragon swallowed its own tail.
While the “fish scales” schema used in Gyōki-style maps continued
throughout the Edo period, other mapmakers and illustrators stepped in and brought
new pictorial formations to market. Ishikawa Ryūsen

(active c. 1680-1720)

was known as an artist, writer, and mapmaker. A disciple of Hishikawa Moronobu,
he was trained as a painter in the ukiyo-e style.354 Ryūsen’s Honchō zukan kōmoku
(Outline Map of our Empire) of 1687, was probably the most widely
reproduced map of Japan during the early modern period; it was adapted and
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reprinted in Europe throughout the eighteenth and nineteenth centuries (fig. 4.4).355
Vibrantly hand painted, the provinces are rendered in varying shades of yellow,
orange, and faint green, contrasted with the vibrant blue of the sea. Routes are often
colored in lead orange; the dots of the post towns are given greater visual emphasis
than the provinces they traverse. Swathes of green across the printed forests
emphasize the natural landscape within political borders. Carefully painted details,
such as flags and banners on foreign boats, increase their specificity and the luxurious
quality of the map. This was not just a work of data and information, but a skillfully
produced aesthetic object to be desired and enjoyed.
His other celebrated map, Nihon kaisan chōriku zu

(Map of

the Seas, Mountains, and Lands of Japan) was initially published just two years later
in 1689 and reissued repeatedly; this example was published in 1694 by Sagamiya
Tahē (fig. 4.5). This pocket map is filled with details that enliven the geography and
engage the viewer. As a folding pocket map, the work measures no larger than 26cm
x 18cm when folded (and it came housed in paper covers). It expands to 81 cm x 171
cm. The lines of major roads wind throughout the provinces, dotted with the names
of post towns. Unlike the previous Gyōki style map, provincial borders, while
present, are difficult to discern amid the other detail. Borders are not the focus here,
but rather its emphasis is upon modes to transverse these borders. The post towns
along the Tōkaidō are labeled with large oblong cartouches, and are connected by the
highway, its bright orange overlapping provincial borders. The practicalities of travel
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are always close at hand, with information ranging from distances between cities and
between post stations to prices for ferries. These details underscore the map’s
assertion to specificity and authority. Especially important distances are reiterated in
a separate legend in the upper left portion of the map, while in the lower left, two
compass-like diagrams explain the waxing and waning of the moon and the pull of
the tides, including the useful information often appearing in almanacs. Regardless of
the veracity of this information, the sheer amount of this kind of data included in the
map, presented as text and diagram, projects reliability and believability.
Though data, accuracy, and precision were part of a map’s value to the
viewer, its status as a visual object also meant that it could also engage the
imagination. Nihon kaisan chōriku zu is liberally sprinkled with amusing pictorial
details that enliven the work and prompt the viewer to imagine the places and routes
diagrammatically described. The seas surrounding the islands of Japan are dotted
with rolling waves, upon which float boats of many types. Some are fishing boats,
complete with fishermen pulling in their catches, as seen of the shore of Kazusa
province in the lower right. Thirteen boats bring cargo and people to the city of Edo,
filling the Edo bay. Off the coast of Fusankai
seafaring vessel flying the flag of the

(Busan, in Korea), a larger,

(Great Ming) sails towards the island of

Iki. Larger and festooned with colorful banners and sails, the ship carries four small
crewmembers who appear to be almost waving at the viewer.
The landmasses of Japan are similarly packed with pictorial details. Travelers
in sedge hats can be seen approaching Edo Castle along the Tōkaidō Road, and others
are visible fording the Ōikawa River. Small trees and hillsides are scattered
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throughout the landscape, and even famed natural landmarks are included, such as the
pine-covered sand spit of Miho no matsubara. Castles, both small and large, are
highlighted in this map, not only symbolically, through the use of colored squares, but
also pictographically. The icon for Nagoya Castle, inscribed within a square border,
illustrates the gate, hall, and turrets familiar in castle architecture. Surrounding the
icon are several small torii gates placed within simply described trees and building
roofs, indicating the presence of shrines and temples. Tracing the routes along the
provinces, the viewer not only acquires knowledge about the countryside, but also
imagines traveling these roads. Perhaps viewed in conjunction with travel guides and
diaries, the map further ignited the imagination of travel.

Mapping Time: Calendar Prints
Like space, time needed to be diagrammed under the Tokugawa. The
ordering of time, the division of the months and days into conventional units, was an
important tool for everyday life. Like other technology, the Japanese initially
imported a lunisolar calendar from China in the early seventh century.356 Based on
both lunar and solar cycles, the length of a year was based on a full revolution of the
Earth around the Sun, while the months remained synchronous with the lunar phases.
As lunar and solar cycles were not in complete agreement, this meant that the number
of days in each month fluctuated, and that each month was either a dai
shō

(short) month. Every few years an urūduki

(intercalary month) had to be

inserted to keep the calendar accurate.

356

(long) or

Momo Hiroyuki, Rekihō no kenkyū (Kyoto: Shibunkaku Shuppan, 1990), 30.
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Prior to the Edo period, calendars were made locally, with regional specialists
making independent calendars.357 Under the direction of the shogun, in 1684
Shibukawa Harumi

(1639-1713), an astronomer in Kyoto, developed a

standardized domestic calendar, known as the Jōkyō reki

(Jōkyō calendar).

Based on the Chinese calendar, Shibukawa’s calendar made several adjustments,
including taking into account the time difference between China and Japan, making
for a more accurate domestic lunisolar calendar.358 The following year, the Jōkyō
Calendar Reform was passed and Shibukawa Harumi’s calendar was circulated
widely.
The maintenance of an accurate calendar was not just important for the
common people’s everyday life, but it was part of the Tokugawa shogunate’s
establishment of power and a program of unification. Before the Jōkyō Calendar, the
calendar was set by Chinese sources, the acceptance of which was one of the
stipulations required of Japan for maintaining a diplomatic relationship with China.359
The Tokugawa shogunate established the Tenmongata

(Office of Astronomy),

responsible for calendar production and maintenance, with Harumi’s calendar one of
its outcomes.360 By successfully developing a domestic calendar, the shogunate
asserted not only control over the space of the country, but also the temporal realm.
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Ibid, 5; Hayashi Makoto, "The Development of Early Modern Onmyōdō," Japanese
Journal of Religious Studies 40, no. 1 (2013), 163.
358
D. Wayne Orchiston, Nakamura Tsukō, and,Richard G. Strom, Highlighting the History of
Astronomy in the Asia-Pacific Region: Proceedings of the ICOA-6 Conference (New York,
NY: Springer Science+Business Media, 2011), 155.
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Toby, State and Diplomacy in Early Modern Japan, 90.
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Hayashi Makoto, Tenmongata to Onmyōdō (Tokyo: Yamakawa Shuppansha, 2006).
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Calendars produced under this new epistemological regime established a new
order, one which put work and ritual on schedule. Priests performed religious and
cultural rituals on the same days regardless of location. Farmers used calendars to
plan harvests and plantings. Merchants balanced accounts on the last day of every
month and scheduled trade accordingly.361 Customers were reminded whether the
month was long or short (and when money was due) by the wooden placards hung
outside shops reading ether dai or shō.362 Calendars likewise informed users of
important auspicious and inauspicious days, necessary for planning journeys and
beginning new ventures.
As with printed map production, a variety of calendars were available to the
public. These ranged from detailed books with a larger range of astronomical and
calendric information, to fold-out booklets, to abbreviated picture calendars.
Practical almanacs such as Ise koyomi--first published in Ise and later in Edo-combined calendar information with horoscopes and earthquake divination. Even
calendars comprised entirely of pictographs nanbu goyomi

(southern

calendars) were produced for the illiterate.
Calendars contained privileged information, and like maps made into print,
production of this material was regulated. The Kanbun era edicts included calendars
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Constantine Vaporis, Voices of Early Modern Japan: Contemporary Accounts of Daily
Life during the Age of the Shoguns (Boulder: Westview Press, 2014), 37.
362
For an illustration and brief discussion of one of these signs, see Yano, Daishō koyomi o
yomitoku, 7
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among the “dubious materials” that could be published only with permission.363 As
part of the Jōkyō Calendar Reforms discussed above, eleven publishers were
designated as officially approved publishers of calendars, holding kabu, or special
licenses to produce and sell these works.364 By the Genroku period

(1688-1704),

these rights were extended to eighty-one publishers, though this number dropped to
twenty from the Kyōhō (1716-1736) to Kansei (1789-1801) eras.365 These calendar
publishers were known as koyomi ton’ya

(calendar wholesalers). As with

other aspects of censorship and regulation, however, it is not always clear how
closely these rules were followed or enforced. As Forrer notes, a number of egoyomi
from the Kyōhō era include publisher and artist names. While Forrer takes this fact to
indicate that these publishers were part of the koyomi ton’ya, it is also possible that
the regulations were generally ignored.366 The fact that in 1744 the edict that limited
calendars to the official eleven publishers was repeated, and once more issued in 1784,
indicated that these laws were frequently flouted. In 1831 the bakufu tightened
restrictions further, forbidding even privately commissioned calendars.367
To skirt these regulations (as well as to delight viewers), daishō egoyomi
designs creatively hid or obscured the calendrical nature of the work. These small

363

Sarah E. Thompson and Harry D. Harootunian, Undercurrents in the Floating World:
Censorship and Japanese prints (New York: Asia Society Galleries, 1991), 51; see also
Kornicki History of the Book in Japan, 334.
364
Thompson and Harootunian, Undercurrents in the Floating World, 51, Matthi Forrer
claims there was a “tacit agreement that such calendars could be copied, in an abbreviated
form, for private use.” Matthi Forrer, Egoyomi and Surimono: Their History and
Development (Uithoorn: J.C. Gieben, 1979), 26. Also, Satō Masatsugu, Nihon rekigakushi
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Forrer, Egoyomi and Surimono, 11.
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picture calendars incorporated text and image for their sophisticated audience. They
range in quality, from larger elegantly rendered and signed images to smaller
anonymous works, as the following examples demonstrate.
One print from Kyōhō 14 (1729) depicts two monkeys resourcefully
collaborating to purchase candy from an itinerant candy seller (fig. 4.6). One monkey
sits perched atop a torii gate, lowering a smaller monkey to offer a coin to the candy
seller. The image is a play on the popular Buddhist motif of gibbons that mistake the
reflection of the moon for the moon itself, and thus grasp in futility at the celestial
body seen on the surface of the water.368 However, in this version the monkeys hand
over a coin to pay the man and thus reach their goal in a much more practical manner.
The business-like transaction, contrasting with its spiritual references, would have
charmed the Edo viewer.
This small, hosoban-sized work measures 32.6 x 15.6 cm and is simply
printed in black with hand-coloring, standard for the time. The print bears traces of
metallic pigments on the candy-maker’s instruments, an added special effect. The
publisher is identified by a logo reading

(reading matsurigoto or sei,) for a firm

that has yet to be identified, and the artist’s name is printed as Gakō Tsunekawa hitsu
(brushed by the artist Tsunekawa). Active from the 1720s through the
1740s, Tsunekawa Shigenobu

368

(dates unknown) produced a number of

Monkeys have a lengthy history as a motif in East Asian art. Originating in China,
paintings of gibbons had Daoist and Buddhist connotations. In Japan, the motif appears
frequently in Muromachi period (1336 to 1573) paintings, especially works with links to Zen
Buddhism. Edo period examples include works by Hakuin Ekaku
(1686-1769).
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hosoban-sized urushi-e prints of actors as well as egoyomi.369 The presence of the
publisher and artist’s name indicates that the print was likely intended for the general
market.
Though the purpose of these works was ostensibly to convey calendar
information, daishō egoyomi intentionally hide numerals and text in the images. In
this case, the numerals of the long months are hidden in the strokes outlining the
candy seller’s form. Dai (

) makes the outline of his hat, with the rest of the

numerals forming the outlines and patterns on his clothes: one (
(

) , six (

), eight (

), intercalary nine (

), three (

), and eleven (

of the short months form the shape of monkey on the torii gate: two (
seven (

), nine (

called a moji-e

), ten (

), and twelve (

), four

). The forms
), five (

),

). This type of visual play was also

, a “calligraphic picture” where distorted characters formed

shapes and motifs.370 The flexibility of Japanese calligraphy allowed calligraphers to
play with characters as needed for their compositions, challenging readers to decipher
these texts turned into images. On the pillar is inscribed, Ehō torau no aida yorozu
yoshi

, “The auspicious direction lies to the east-northeast.

A good time for many things.” While the obfuscation of the calendar ostensibly

369

Ukiyo-e daijiten, s.v. “Tsunekawa Shigenobu.”
Moji-e were popular in Edo prints and books and appear frequently in New Year’s daishō
egoyomi. They also frequently appear in books, and Miriam Wattles discusses Santō
Kyōden’s satirical dictionary, Kimyō zui, which includes numerous examples of these, in
Miriam Wattles, "The Longevity of a Dirty Little Dictionary," Impressions, no. 30 (2009):
59-66.
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helped publisher and artist avoid issues with censors, no reader would have been
fooled by this treatment of this visual play.
In the 1760s luxurious, privately produced daishō egoyomi became a popular
trend.371 Exchanged at the New Year, these beautifully printed and creatively
designed calendars were regarded as a chic gift. During this peak, these works were
made for social purposes, and large egoyomi exchange parties were held at teahouses
and restaurants.372 Wealthy sophisticates would try to outdo each other, seeking
clever new ways to hide the calendar information, in prints beautifully rendered by
skilled artists and artisans. Perhaps the daishō egoyomi most famous today are prints
produced as collaborations between artist Suzuki Harunobu

(1727-1770)

and his poet patrons. These works, produced around 1765-66, demonstrate period
innovation through fine printing techniques and clever images to create sophisticated
prints for wealthy patrons. Though initially intended for private exchange, these
Harunobu designs were often reissued in commercial versions.373
In an amusing calendar print from 1765, a beautiful young woman walks
alongside the Zen patriarch Daruma (Bodhidharma) in the rain (fig. 4.7). They share
an umbrella, huddled closely together. Dressed in a stylish kimono, the young
woman raises her sleeved hand to her face in a coquettish gesture. Daruma, in

371

Nishiyama, “Egoyomi to surimono,” 6-7. David Waterhouse, The Harunobu Decade: A
Catalogue of Woodcuts by Suzuki Harunobu and His Followers in the Museum of Fine Arts,
Boston (Leiden: Hotei, 2003), vol. 1, 18-19.
372
Genshoku ukiyoe daihyakka jiten, vol. 3, 110.
373
Jeannie Kenmotsu discusses one of Harunobu’s privately-commissioned sets, Zashiki
hakkei
(Eight Views of the Parlour), and the complex social networks from which
it emerged, in her dissertation, “The Color Revolution: Printed Books in Eighteenth Century
Japan.”
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contrast, sheepishly stares out at the viewer, perhaps in awareness of the
ridiculousness of this situation. Pictures frequently paired Daruma with courtesans,
alluding to association between the length of courtesans’ brothel contracts to the years
that Daruma spent meditating in his cave.374 Thus, this female figure may be meant to
represent a furisode shinzō, an apprentice courtesan whose long sleeves indicate her
young age.
This picture is finely printed in full color, with flawless registration. Black
contour lines define the woman’s figure, her kimono rendered in green and reds. By
contrast, Daruma’s robe is printed entirely in red, with only his head, hands, and
check in black. Greys and blues in the ground and river further highlight the figures.
The calendar marks are hidden in the lines of the two figures. The long months appear
as part of Daruma’s chest hair, the top hairs indicating the month type (
three (

), five (

), six (

), eight (

), and ten (

): two (

),

). The short months are

incorporated in the young woman’s robe, in the center of the chrysanthemum pattern
on her sleeves: one (
(

), four (

), seven (

), nine (

), eleven (

), and twelve

).
This print was a collaboration between Harunobu and his patron. The

patron’s name, Shisen

, is printed prominently on the right in large characters

followed by his seal.375 Harunobu’s name, by contrast, is printed in much smaller
characters in the lower left hand corner, followed by that of the block cutter, Sekine

374

For a discussion of this print an example of mitate-e
(see and construct pictures)
see Hockley, The Prints of Isoda Koryūsai, 52-54.
375
Shisen appears on a several other Harunobu works. See David Waterhouse, The
Harunobu Decade, 75.
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Kaei

. The patron is clearly given top billing—presumably, it was his idea

for this clever design, and Harunobu was the hand through which it was realized.
Forrer argues that luxury egoyomi of the 1760s were produced in collaboration with
patrons, identified by the character kō

(idea) indicating that the patron developed

the concept for the work.376 The patron may have suggested the initial subject,
overseen the process, or even provided a rough sketch that would then be worked out
by an artist of renown.377 While the exact nature of the collaboration between artist
and patron cannot be determined in this print, it is clear from the signatures that the
patron was meant to receive the lion’s share of the credit for this sophisticated work.
How private egoyomi would have been produced is difficult to decipher. As
woodblock prints, they would necessarily share some similarities with commercial
woodblock print production. Given the subtlety and quality of these printed works, it
seems likely that the works were carved and printed by professional artisans. These
artisans’ names often appear on these works, testimony to the care given to their
manufacture. While commercial print production was overseen and organized by a
publisher, private prints could be produced without no such overseer. Asano Shūgō
believes that initially ukiyo-e publishers did not initially engage with the private
publishing industry, since it was not profitable enough for them.378 Without a
publisher to oversee the project, it is likely that the patron contracted the artists and
artisans directly. However, by the 1790s specialist surimono studios became

376

Kō can also mean “skill” or “craft,” but it is clear in these cases that the patron was neither
the artist nor the carver, thus here it is more likely that this indicates the “inventor” of the
print.
377
Forrer, Egoyomi and Surimono, 13.
378
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established, where patrons could order private prints without having to direct the
entire production process.379
This chapter will now turn to consider some other forms of privately produced
daishō egoyomi. Many of these prints lack artist and patron seals and are printed in
fewer colors and without special techniques, such as embossing. While it is difficult
to ascertain the purpose and intended audience of these works, Contantine Vaporis
theorizes that small picture calendars were most likely meant to be pasted on pillars in
merchant shops, which would account for relatively fewer works preserved in
comparison to larger, more lavish ukiyo-e prints.380
These simpler calendar prints may have been specialty commissioned work
for private exchange, but they may have also occupied a quasi-commercial zone. For
example, such calendars could have been commercially printed, but illegally so, or
perhaps commissioned by a business to be given away as auspicious New Year’s gifts.
As mentioned above, these were commonly exchanged during the New Year, and a
small, inexpensive print would have been a clever way to solidify customer-business
relations. The phrase fukyobaibai

(buying and selling not permitted) is

seen on occasion on these works, indicating that while they were not meant for public
sale, they may have been more publicly circulated.381 It is possible that these were
not made-to-order for a private customer, but instead were works produced “under the

379
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table” by publishers or studios to be made available to the general public, skirting the
censorship laws in the guise of a privately-commissioned work.
Whatever the situation for production, the lack of publisher’s marks, and
frequently of artist’s signatures, makes it clear that these works operated outside the
model of commercial production used for nishiki-e works. While many may have
been inexpensively produced and discarded after they were no longer needed, others
were carefully designed and printed, intended to be exchanged with members of the
cultural elite of Edo.
As discussed above, for the Tokugawa shogunate calendars were yet another
method for controlling and administering the country. Having unified the physical
space of the country, the shogunate (and its bureaucracy) now unified the temporal
space as well. However, as with maps, once in the hands of the Edo publishing
industry, the original purpose was transformed. The calendar, a practical method for
organizing time, became a decorative print object. In the hands of artists, patrons,
and publishers, attempts to hide and disguise the true nature of these calendars
resulted in increasingly imaginative visual play. This play not only flouted official
edicts, but also celebrated the sophisticated and increasingly luxurious culture
enjoyed by city dwellers. Once again, prints transformed a method of control into an
opportunity for enjoyment and consumerism.

Worldly Fortunes: A Map of 1797
As previously discussed, one of the most important functions of a calendar
was to help viewers determine their horoscopes as well as auspicious days and
directions. Produced at the New Year, calendars were distributed at a time when all
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of Edo looked forward to the year ahead, hoping for increased wealth and happiness.
A daishō egoyomi of 1797 reflects these desires, creating a map of good fortune to
guide the viewer through the coming year (fig. 4.8). Now in the collection of the
Museum of Fine Arts, Boston, the print is part of an album of daishō egoyomi, with
works ranging in date from the late 1730s to the 1860s, just before the Meiji period.
Bound as an accordion-style orihon, the large album features a worn silk cloth cover
and flyleaf sheets flecked with gold leaf. The works inside range in size from nearly
oban-sized works that take up an entire double-page spread, to small works
measuring only a few inches square. Many are possibly trimmed from larger sheets,
and all lack margins. Small prints make up the bulk of the prints, pasted in groups on
pages and arranged roughly in chronological order. While it is unclear who compiled
this album, a later collector has gone through and written the corresponding
Gregorian calendar years in pencil next to each print. Occasionally the names of
artists appear, written in Roman characters in black ink on pasted labels.
Designed for the year 1797, the calendar is printed in black ink. It is divided
into three sections: a six-by-three grid chart of the months of the year with fortunes, a
map of strangely-shaped countries, and a second grid listing important ritual days.
The gridded system resembles the bankoku sōzu of the previous chapter. While the
grid in the bankoku sōzu contained information about the peoples of the world to
complement the accompanying map, here astrological data is paired with the
calendrical map. As with world geography in bankoku sōzu, in this calendar the
months and days of the year are charted and displayed for the viewer’s edification and
delight.
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The calendar information appears on the grid on the far right. The first square
gives a title, indicating that it is a daishō calendar for the ninth year of the Kansei era,
or 1797 (Kansei kyūsai daishō

). The second square, directly

underneath, gives the zodiac sign for the year, the fourth snake year of the Chinese
zodiac cycle (hinotomi

, written here as

,

). The adjacent text gives the

lucky direction for the year, north-northwest (

).

Under the title is inscribed, “Not for trade, we humbly give this New Year’s gift.”
3

:

.382 This type of statement would seem out

of place on a print commissioned by an individual for exchange at private parties, and
it is clear that it was not intended for sale (at least not officially). Instead, the humble
language signals that it may have been given by a business to customers at the New
Year as a present. The relatively inexpensive monochromatic printing and simple
design further reinforce this, as a business might not be able to afford or choose to
fund a large number of expensive prints to give away.
What follows is a very abbreviated calendar, combining practical calendric
information with advice, fortunes, and other information for daily life. For example,
under the heading for the second month is written, “Throughout Edo there will be
smallpox and measles, this is not worrying. Handa Inari [festival]: eleventh day, the
equinox (higan): 19th day.” (
,

382

3

3

)

,

). The prediction of an outbreak of measles and smallpox would

I am indebted to the aid of the Penn Kuzushiji Reading Group that helped develop the
initial transcription and translations of this map. Further revisions by the author.
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be a great concern for those who lived in the packed metropolis of Edo, but the
calendar seems to reassure the reader that there is no great cause for alarm.
In a similar vein, the text for the six month remains focused on important days
of the calendar and the passing of the seasons, “The 25th: On the fourth hour of the ox,
we enter the dog days of summer. Midsummer: seventh day.” (
)

). Likewise, the information for the ninth month focuses on

another Edo festival, “The Koreans of the Kanda Myōjin Festival arrive” (
). The Kanda Myōjin Festival was
one of the most popular held in the city.383 The inclusion of information about an
Edo festival may indicate that the calendar was produced for a local audience. As
may be seen in ukiyo-e print by Torii Kiyonaga

(1752-1815) from 1779,

fanciful costumes were a major part of this festival; here, a young geisha is dressed in
an elaborate costume portraying the semi-legendary gold merchant Kaneuri Kichiji
(fig. 4.9).384 The reference to chōsenjin

in the inscription in

the calendar-map likely refers to people dressed in costume as a visiting Korean
delegation.385 These brief calendar statements give the viewer the highlights of the
coming year, helping them anticipate the pleasures (and dangers) waiting in the future.

The Kanda matsuri 神田祭 (Kanda Festival) took place on the fifteenth day of the ninth
month. Edogo jiten s.v. “Kanda matsuri.”
384
Kaneuri Kichiji appears as part of the tales surrounding Minamoto no Yoshitsune
(1159-1189).
385
Dancers and performers masquerading as foreigners were often part of Edo festivals. See
Suzuki’s discussion of Japanese performances of tōjin identity at festivals; see Suzuki, “The
Tale of Tōjin,” 158-170.
383

228

The far left section of the surimono is similarly practical in nature. A simple
grid, it lists important astrological dates. Separated into three sections and read from
top to bottom and right to left, each section is set off by a set of double lines. The
dates and names are provided without explanation; presumably these astrological
dates were common knowledge to the reader. The list begins with kōshin (

, the

57th in the sexagenary cycle). Kōshin was a significant event of the astrological
calendar. On this night, people would stay up all night in conversation. It was
believed that if one fell asleep, sanshi

(three worms) would enter your body,

which would report on one’s misdeeds to the King of Heaven. Furthermore, men and
women were not allowed to mix on this day, and any child conceived on this date
would become a thief.386 A total of seven kōshin dates are included in this year,
important dates for the Edo calendar.
The list then continues to kinoene

(the first of the sexagenary cycle), an

auspicious day when people would pray to Daikokuten
associated with wealth and one of the shichifukujin

, a popular deity
(Seven Lucky Gods).387

This chart includes seven kinoene days for the year. Daikokuten’s association with
affluence made him especially important to the merchants of Edo. As Miura Takashi
discusses he frequently appears in kibyōshi books as a protector of wealth and the

386

Edogo jiten, s.v. “Kōshin machi.” The sexual nature of the prohibition against on kōshin
nights made it an important date in the “floating world” of Edo. A humorous reference to a
courtesan apprentice rejecting a customer on this night appears in Santō Kyōden’s humorous
“dictionary,” Kimyō zui
(1802). See Miriam Wattles, "The Longevity of a Dirty
Little Dictionary," 62-63.
387
Edogo jiten, s.v. “Kinoene.”

229

enemy of the binbōgami

(poverty deity), testimony to the popularity of

the god.388
The last section is an enumeration of the six kishi

days of the year.

These days were the sixth of the sexagenary cycle, and the snake’s association with
wealth made these popular, auspicious days. The zodiac sign of the snake was also
associated with the goddess Benzaiten, another of the Seven Lucky Gods, and
temples related to the deity often had fairs on this date. Cults devoted to Benzaiten
were popular during the Edo period, and the goddess was closely associated with
Enoshima, just a short distance from Edo.389 Closely aligned with Edo commoner
culture, importance and pervasive nature of these dates is clear from the simple,
concise manner that kōshin, kinoene, and kishi are communicated in this calendar.
The central section of the calendar features a simple map. A black backdrop
sets the ground for several strange-looking continents rendered in reserve, each
labeled. Like the bankoku sōzu maps, the continents vary in size, their coastlines
forming geographical forms such as peninsulas. In the lower left hand corner is the
character haru

(spring) inscribed within a circle. The form of this cartouche

mimics the inscription of cardinal directions on maps. As in conventional maps,
where the cardinal directions help orient the viewer, here the “cardinal direction”

388

Miura Takashi, "The Buddha in Yoshiwara: Religion and Visual Entertainment in
Tokugawa Japan as Seen through Kibyōshi," Japanese Journal of Religious Studies 44, no. 2
(2017), 231-232.
389
For a discussion of the Benzaiten cult at Enoshima, see Helen Hardacre, Religion and
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and Early Meiji Gazetteers (Ann Arbor: Center for Japanese Studies at The University of
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Edo-Period Sagami," 296.
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communicates that the viewer is oriented towards spring, the beginning of the New
Year. This continues in the lower right square cartouche, which contains the map’s
legend.
The legend sets up the reader’s expectations of the map, preparing them for
the imagined cartography: “From the Island of the Setsubun Demons come changes.
These treasures bring luck in.” (
). Setsubun

3

was the holiday that marked a ritual cleansing in

preparation for the changing of the seasons, held before the pivotal day. It came to
refer more commonly to the day before the first day of spring of the lunar calendar.390
During this time people attempted to chase away demons (often by throwing dried
beans at them) and invite luck into their homes by shouting “Demons out, luck in!”
(

, oni wa soto, fuku wa uchi). This caption claims that demons and

their evils approach, but that this auspicious map will keep the viewer safe,
encouraging good fortune. Indeed, when inspected closely, it is clear that the
“continents” of the map are in fact auspicious New Year’s symbols.
The map portion consists of seven continents floating against a black “sea” in
this center panel; each continent is given the name of a fortuitous item. On the upper
right is the teardrop jewel shape of the hōju no tama
fulfilling jewel. Embracing it is the kakuremino 3

390

i

, the wish-

, a cloak of invisibility

While there was a setsubun day before the first day of each season, risshun (
, the first
day of spring), rikka (
, the first day of summer), risshū (
, the first day of autumn),
and rittō (
, the first day of winter), the spring setsubun was closely associated with the
New Year and became prominent in the yearly calendar. Nenjū Gyōji Daijiten, comp. Katō
Tomoyasu (Tokyo: Yoshikawa Kōbunkan, 2009), s.v. “setsubun.”
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thought to be used by the legendary tengu. To the left of this is the enmei bukuro 1
, or bag of treasures. In the upper left corner is the uchide no kotsuchi
, the lucky mallet carried by one of the Seven Lucky Gods,
Daikokuten. While magical mallets appear in many legends, Daikokuten’s mallet had
the ability to grant wishes. Below the mallet lies makimono

, scholars’

scrolls. Their connotation of wisdom makes them frequently associated with the
lucky god Jurōjin. To the right of the makimono is a large triangular continent
labeled as kakurekasa 3

3 , the sedge-hat of invisibility. Similar to the

kakuremino, the kakurekasa makes wearer invisible, thus shielding him/her from
harm. The smallest island is farthest to the south in the map, the diamond-like chōji
, or clove, a cherished spice, valued for its perfume.
These seven continents, each representing a different propitious item, make up
a group of takarazukushi

(“collection of treasures,” often called “Seven

Treasures”).391 This common auspicious motif was used frequently in decorative
design and appears often in New Year’s surimono.392 Though the group of treasures
was not standardized, each of these seven objects in this map is often seen as part of
the takarazukushi. In an unsigned and undated surimono in the Machida City
Museum of Graphic Art’s collection, a group of similar auspicious items appear
against a blank background (fig. 4.10). Though not a map, the assemblage of these
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Edogo jiten, s.v. “takarazukushi.”
See Kita Busei’s shunkyō surimono with Hotei’s magic bag printed with this motif.
Machida Shiritsu Kokusai Hanga Bijutsukan, Engimono: Hanga to kaiga de tanoshimu
kissho zuzo (Machida: Machida shiritsu kokusai hanga bijutsukan, 2013), 84.
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items is compositionally similar to the arrangement of objects in the Museum of Fine
Arts map egoyomi. In another print by Ishikawa Toyonobu
1755-1765, the Seven Lucky Gods can be seen on their takarabune

(1711–1785) c.
(treasure

ship) (fig. 4.11).393 The ship’s sail is inscribed with the stylized character takara
(treasure), and several takarazukushi motifs, including the chōji, uchide no kotsuchi,
and kakurekasa. Given the ubiquity of decorative use of this motif in New Year’s
images this makes it an ideal match for the daishō egoyomi map. The New Year is
rendered here as a map of auspicious locations, each lucky land perhaps an imagined
destination as the viewer wished for fortune in the coming year.

Traveling through the Year: Dōchū zu daishō egoyomi
Many of the cartographic conventions seen in the Gyōki and Ryūsen maps,
such as provincial borders, cardinal directions, and pictographic legends, are familiar
to the modern viewer. However, mapping in early modern Japan encompassed a
wide variety of cartographic expression. City maps provided a diagrammatic view of
the street layout, while Buddhist world maps straddled the spiritual and geographical,
merging contemporary world knowledge with religious tradition.394 One form of
mapping, known as dōchū zu

focused on specific journeys along main

highways and roadways in Japan. These maps, sometimes referred to as pictorial
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Prints of the Seven Lucky Gods riding upon the takrabune were often purchased for New
Year’s during the Edo period. People would sleep with the image under their pillow, hoping
for auspicious dreams. Edo jidaigo jiten, s.v. “takarabune.”
394
See D. Max Moerman’s discussion of imaginary islands in Japanese Buddhist maps in
"Demonology and Eroticism: Islands of Women in the Japanese Buddhist Imagination."
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itineraries, are not diagrammatic renderings of topography, but are instead highly
illustrated works that favor of specific geographic and travel information. As they
proceed along a set path, they map the spatial and the temporal, linking the two
together as a traveler would imagine the journey along the highways.
Practical works for a traveler (or one who dreamed of travel), dōchū zu
illustrated stations along the highways, villages, and historic sites. These works were
not concerned with topographical accuracy or political boundaries, but nonetheless
contained highly detailed travel information. Dōchū zu incorporate distances
between villages, costs of lodging, locations of rivers, and other pertinent data with
attractive illustrations of the natural world. The map appears to imagine the reader as
someone traveling this specific route and provides the experience of someone on the
ground.
While the origins of the dōchū zu are unclear, the earliest extant examples
come from the mid-seventeenth century illustrate popular land and sea routes.395 It is
thought that the first pictorial itineraries were produced in the seventeenth century
and based on official sources, because publishers would not have had the resources to
undertake these projects themselves.396 They may have been read alongside equally
popular dōchū ki (

), short popular travel diaries that functioned as guides.

Unlike a more general map of Japan, the dōchū zu followed a specific route and
contained no extraneous information for the journey, making them popular with
travelers undertaking a specific journey.

395
396

Oda Takeo, Kochizu no sekai (Tokyo: Kōdansha, 1981), 92.
Unno, “Cartography in Japan,” 423

234

One of the more popular printed dōchū zu was first produced in 1690, The
Tōkaidō bungen ezu

(Measured Map of the Tōkaidō Road),

designed Ochikochi Dōin and published by Shichirobē firm, a publisher based in the
city of Edo (fig. 4.12). The work is precise, based on a survey conducted by Hōjō
Ujinaga on behalf of Tokugawa Iemitsu in 1651, and adapted by Dōin, who was a
surveyor on the project as well.397 The work is impressive in scale, taking up five
separate orihon volumes, each measuring 28 by 3,610 centimeters. The work appears
to have been very profitable as it was republished several times in the seventeenth and
eighteenth centuries. With its orihon format it would have been convenient for use
on the road, but its evocative illustrations may have made it popular with those at
home as well. Filled with visual detail, the dōchū zu facilitated an imaginary travel
narrative, allowing the viewer to pass virtually along the famed highway.
The Tōkaidō bungen ezu was not just a work of accuracy, but also aesthetics,
and was illustrated by the famed ukiyo-e artist Hishikawa Moronobu

(died

1694). Moronobu’s dynamic depictions of elegant beauties in brothels, fearsome
warriors of legend, and classical literary tales had earned him a reputation as a leader
of ukiyo-e printmaking. The publisher’s choice of Moronobu to illustrate the map
elevated the endeavor and would have encouraged a wider range of buyers. When
looking closely at the illustrations, Moronobu’s work adds charm and life to the
pictorial itinerary.

397

Ujinaga was a hatamoto retainer and a specialist in military tactics. Tokugawa Iemitsu
asked him to research and report on the organization of troops in the case of a castle siege by
the Dutch. He produced a number of Edo maps, probably as part of his work and research.
Shinmura Izuru, ed. Kojien (Tokyo: Iwanami Shōten, 2008), s.v. “Hōjō Ujinaga.”
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In the opening portion of the 1690 publication of Tōkaidō bungen ezu, the city
of Edo is represented by rows of tiny house roofs, small trees peeking out
occasionally between the buildings. Figures walk along the roads, their slightly larger
scale calling the viewer’s attention to their forms. The beginning of the route in Edo,
Nihonbashi Bridge, is prominently identified. Two members of a daimyo’s
procession, identifiable by their clothes and military banners, arrive at the bridge from
the right (fig. 4.13). Approaching from the bridge from the opposite direction, two
porters accompany an elegant woman holding her skirts. She wears a traveling
headcloth and is probably ending her journey just as the daimyo and his retinue
begins theirs. Looming above this scene rises the stately Edo castle, here referred to
simply as goshiro

. It appears to almost float among the clouds. Moronobu uses

yamato-e painting conventions of clouds to separate space and allow both the town
scene and the castle to be rendered in the same space.
Amusing details are sprinkled throughout: just before the Yoshiwara station
(not to be confused with the Edo pleasure quarters), a traveler takes a brief respite,
seated on the ground and smoking his pipe (fig. 4.14). He turns to glance at Mount
Fuji, rising in the distance, while his horses graze absentmindedly beside him.398
Travelers frequently gesture to each other, engaged in conversations or disputes we
can only imagine. In a small scene near Akasaka, on a rather nondescript section of
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This scene may have reminded viewers of one of the episodes of Ise monogatari
(Tales of Ise), where the protagonist of the story, assumed to be Ariwara no Narihira
, (825-880), passes Mount Fuji on his travel eastward from Kyoto. The motif of Azuma
kudari
(Descent to the East) which illustrated Narihira looking towards the famed
mountain became an independent theme in Edo print culture. Timon Screech discuses how
this became closely associated with Edo, as it gave the city, “pride of place.” Timon Screech,
"Encoding ‘The Capital’ in Edo," Extrême-Orient Extrême-Occident, no. 30 (2008), 72-74.
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the road, four travelers seem to be acting out an imagined scene—one man gestures
with his fan to a pair of men traveling in the opposite direction, and his possible target
turns around to respond to his calls (fig. 4.15). Another traveler turns as well to see
what the commotion is about. These characters do not provide any practical
information, but are instead an amusing “slice of life,” meant to enliven the virtual
travelers journey along the Tōkaidō.
The text labels throughout the map are much more useful to the traveler.
Information about stream crossings, local landmarks, and provisions abound. For
example, in a section of the road near Totsuka station

, notation above several

small buildings reads, “Thatched huts. Udon and soba are here.” (

h

) (fig. 4.16). Other useful information is inscribed near the bridges,
“Bridge, seven ma” (

), describing to the viewer the dimensions of the

bridge.399 The names of more important landmarks, such as temples, are highlighted
by the use of rectangular cartouches, seen here with Senryuji
Senogen’in

:

, and Kaizōin 3

,

. A later republished version

of the Tōkaidō bungen ezu in 1752 even included a tide table, transportation fees, and
transportation agents. The dōchū zu combines both aesthetic enjoyments with the
detailed information necessary for those planning a trip or enjoying a virtual one.
At first glance, the print Ryakureki daishōki

(An Account of the

Abbreviated Long Short Calendar) appears to be very similar to the Tōkaidō bungen
ezu (fig. 4.17). Though compressed in format, with the composition of the highway

399

The width is given in ma 間, a measurement of space.
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divided into two rows, it clearly borrows the visual language of the dōchū zu.
Mountains, rivers, villages, and tiny travelers are all visible. Oblong markers with the
names of “stations” appear at regular intervals, marking the distance along this
journey. However, upon closer inspection, it is clear that this is not a journey through
space, but instead through time. Each station represents a different month, and the
textual information relates to issues of the calendar, not of geography. This strange
object cleverly fuses conventions of pictorial itineraries with a calendar for the year
1797.
The print measures 15.7cm by 46.2cm, relatively large in comparison with the
other examples in this chapter. This print, in the collection of the Edo Tokyo
Museum in Japan, is mounted on a silver mica-painted paper.400 Judging by faint fold
marks, it appears that this work may have originally been folded orihon style
(accordion-fold book), in keeping with dōchū zu conventions. The composition also
includes a title section that, when folded, would have appeared on the outside, acting
as a book cover for the small work (fig. 4.18). The title section is demarcated by allover printing of a light green, separating it from the rest of the work, and a title slip
that mimics a printed book, including a tsunogaki

(subtitle).

Though lacking the luxury technique of embossing and metallic pigments seen
in the surimono of the nineteenth century, the complex work is skillfully and
delicately carved and printed. Subtle shades of green, blue, and yellow render the

400

The silver mica paper, while also showing evidence of creasing, was most possibly added
later, perhaps as part of mounting the work in an album or even as part of a handscroll.
Another extant version in the Museum of Fine Arts, Boston, shows no evidence of a silver
backing paper.
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forms of the landscape, while the incredibly small calligraphic text is crisp and clear.
Traces of sprinkled mica can be observed as well, though it is unclear if this was
added at a later date or part of the original production. Given the high quality of the
work and the expense in produce such a large and complex print, it is likely that this
was commissioned by a private patron. A small, red maker’s mark appears at the
lower left, Uemura kō

(made by Uemura).401

The pictorial journey through the calendar year begins in the lower right
corner, with the beginning of spring, Shoshun

, another term for the first month

of the lunar year (fig. 4.19). Below the name of the “station” is written

, or thirty

ri (one ri is approximately 2.44 miles). What would normally be a statement of
distance is now being used to denote the number of days in the month. The station of
Shoshun is rendered as a castle town, the hipped and gabled roof of the castle keep
just visible behind a screen of trees and stylized clouds. These details draw parallels
to the city of Edo in dōchū zu such as the previously discussed Tōkaido bungen ezu.
Just as in more typical dōchū zu, explanatory text of use to the traveler is
included, weaving around the depiction of small houses and buildings at the Shoshun
station. “The beginning of the year. The castle rice of the Autumn Temple can be
seen. There is a Tsuchinoto no mi Fair here. It takes place on the 28th day of the first
month.” (

i

)

.)

401

This mark is thought to belong to a carver active around 1800. It is also possible that, as
with earlier egoyomi, it represents the name of the patron, but the fact that it is a small seal
instead of a printed name may further indicate that it represents the carver or artisan
responsible. For a reference to this carver, see Forrer, Egoyomi and Surimono, 82.
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In the Edo calendar, Tsuchinoto no mi

was an auspicious day, sometimes

referred to as kishi and discussed above. Closely associated with the goddess
Benzaiten, it was seen as an auspicious day to do things such as washing your money,
in the hopes for greater wealth. Given the focus of the urban merchant class, it is no
wonder that this important day was included in the calendar. In the guise of a travel
guide, however, the day is recast as a regional fair, giving the reader a sense of the
“local color” of the area.
In a similar manner, the next section describes kōshin zaka
Hill), located at jūkyūchō

(Kōshin

(Nineteenth Street). As discussed above, kōshin

was in an important day, when one stayed up all night to avoid having the Three
Worms report on their sins. Here, however, kōshin is a hill or slope, a topographical
form. Drawing parallels between the difficulty of staying up all night and the
physical act of climbing a hill, kōshin is indeed an obstacle that one needs to
overcome.
Within the same section of Shoshun, but slightly removed from the main
castle area, a group of roofs emerge from verdant green foliage. The text reads
“There is a cherry blossom festival in the streets. The highest ranking of the New
Yoshiwara descend from heaven. Consequently, now ladies of the Yoshiwara can be
seen going out in their angel’s raiment. Hasendera, Jūichi nichi Kannon dō.”

3

.

The text appears to be explaining the temple “Hasendera,” but by making a pun on
Jūichimen kannon dō

(Eleven-headed Kannon Hall), it turns it into a

.
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calendar listing of the eleventh day. The eleventh day of the first month was a
holiday known as kurabiraki

, when storehouses were ritually opened for the

first time of the year and merchants displayed new account books, a time of
celebration.402
As the viewers continue along their visual journey to the left, even
topographical elements are linked to important dates in the year. After the Shoshun
station, the viewer comes across a river separating one station from the next. Next to
the river is the text, “The ferry crosses the Kōshi River on the twenty-third day” (
). As seen in Tōkaidō bungen ezu, this type of practical
information was common in dōchū zu, since it would be useful to the traveler. Kōshi
or kinoene days were the first of the sexegenary cycle and thought to be
particularly lucky. Thus, the astrological information is cleverly embedded in the
map of the year as the date of ferry crossings between the first and second month.
This “map of the year” continues on throughout the rest of the months in
similar fashion. Throughout the map, just as in actual dōchū zu, tiny figures
invigorate the landscapes and add interest to the images. Next to the station of
Chōkyū

(another term for the ninth month), a group of figures ford through a

river (fig. 4.20). The traveler, dressed in a sedge hat and possible carrying a sword, is
hoisted upon the shoulders of several men, who wade shirtless in the water. The
man’s belongings are carried ahead of them, held over the head of another shirtless
man. Above them is inscribed, “The Ten’ichi River ferry crosses on the twenty
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Edogo jiten, s.v. “Kurabiraki,”; Nenjū gyōji daijiten, comp. Katō Tomoyasu (Tokyo:
Yoshikawa Kōbunkan, 2009), s.v. “Kurabiraki.”
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seventh day. The weight [allowed] is nine months and three days.” (
). Similar to the previous river crossing
discussed, this section once again disguises an important date as information about a
ferry crossing. However, this event refers to Ten’ichijin

, a god of fortune

who arrives on earth on the forty-fourth day of the sexegenary cycle and then travels
around the cardinal directions, returning to heaven on the sixteenth day of the next
sexegenary cycle.403 The inscription disguises these dates as both the ferry crossing
and the allowed weight of the ferry, giving the return date as the third day of the ninth
month. Travelers had to be careful, because it was considered unlucky to travel in the
same direction as Ten’ichi. Perhaps the increased length of this event is
communicated through not only the text, but also through the increased size of the
river and retinue of people crossing it. No doubt this information was not only useful
to a general calendar reader, but also to a traveler as well. In this map, as in Edo life,
astrological events and physical space intertwine.
Ryakureki daishōki adopts the conventions of the dōchū zu genre, taking the
viewer on a journey throughout the months of the year, when each month appears as a
station along the route. Sprinkled with small topographical details, it pretends to give
travel advice and topographical information, when in fact it conveys astrological and
calendric data. Drawing parallels between an imagined journey and the passing of
time, the map invites a viewer to consider the similarities between the two. The
image relies on the reader/viewer to decipher the calendar information, perhaps

403

Edogojiten, s.v., “Ten’ichi.”
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indicating that this information was not vital, but provided as an amusing exercise, as
a sort of mental puzzle. The enigmatic nature of the print may indicate that the work
was a private commission by a wealthy patron for private distribution—perhaps many
references would be lost on the general public, but these might have delighted a select
group. Perhaps it was also not lost on this sophisticated viewer that the regulated
print genres of maps and calendars were now in his hands.

Poetic Cartography: Verses of Place and Time
As previously discussed, daishō egoyomi were often exchanged at the New
Year as part of genteel poetry club meetings. A cartographic calendar in the
collection of the National Diet Library exemplifies the elegant poetic sentiments
present in many of these works. It is one of 104 works pasted inside a single volume
album, titled Egoyomi harikomichō

(book of pasted egoyomi), a hand-

assembled album collecting works dating from 1792 – 1870. While it is currently
unclear as to when this album was assembled, hand-written slips identify the year and
often the long and short months of each work, indicating the research and care taken
by the collector.
The small egoyomi measures 11.6x 17.6 cm, and is dated to 1807 (fig. 4.1).
Titled with the year, Bunka yon udoshi

(Bunka 4, year of the rabbit), this

works utilizes previously discussed cartographic conventions. The title itself recalls
map title cartouches; the doubled black lines of the border clearly label the
geographic forms below. In this printed work, however, the landforms have no
relation to recognizable topography. The forms make up several islands, with the two
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largest islands subdivided into countries or provinces. The island formations, though
different shapes from the archipelago of Japan, nonetheless recall the island nation’s
geography: larger islands with several provinces, with several smaller islands
scattered beyond.
Each province is defined by internal borders, which smoothly curve, a
simplification of the more complex borders of accurate cartography. Each province is
also differentiated by the use of color. Soft blues, yellows, peaches, and whites are
delicately printed. These colors both enliven the image and recall the cartographic
conventions of the Gyōki-style maps discussed previously. Perhaps in part because
of the simplicity of Gyōki-style maps, this particular form of cartography was used as
a decorative motif and icon. As discussed in the previous chapter, Gyōki maps would
appear on a wide range of objects, including ceramic dishes and inrō pillboxes. The
simplified shapes of the map make it immediately recognizable.
There are twelve “provinces,” one for each month of 1807. The long months
of 1807 comprise the large island on the right, while the short months make up the
smaller islands on the left. The shapes of the landforms reinforce this. The large
island on the left forms the character dai (
left form the character shō (

), while the three smaller islands on the

). The calendar information is further clarified by a

listing of the short months at the bottom edge of the print, “You should know that
those without 30 days are: Fourth month, Sixth Month, Tenth Month, Seventh Month,
and Ninth Month.” (
).

(

(

(

(
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An inscription on the far left frames the viewer’s understanding of the map.
Given the heading shunkyō

, literally meaning “the enjoyment of spring,” this

was also the name of the New Year gatherings of haikai groups, where the printed
poems of the members would be exchanged as gifts. The accompanying poem on the
.404 This print was most likely a

print is signed with the name Toritei Yōga

calendar print, meant for exchange at a shunkyō gathering, commissioned and
directed by this poet.
The poem is printed in a particularly aesthetic calligraphic hand, the curves of
the characters forming decorative loops. The poem reads, “The cherry blossoms fall,
how far the clear dawn of Japan continues.” (

).405

3

The poem incorporates a conventional image of spring—the falling blossoms of the
cherry tree. However, it is not merely a celebration of spring, invoking Japan (

)

in the poem, calling forth ideas of place and country into the verse. The reader is
asked to consider not only the dawn of the New Year, but also the extent to which it
reaches over the whole world. The poetic sentiment conjures up not only the season
and the changing of the year, but also the sense of place.
As previously discussed, Japanese literary traditions had long linked place
with poetry in the concept of the famous named place, the meisho. The use of these
place names in poetry and literature would conjure a sentiment or season. Over time,
these special words, also referred to as utamakura

404

(poem pillows), acquired

Though I have not yet been able to identify this poet, similar names (ending in
)
appear on a number of other egoyomi.
405
Transcriptions and translations of this print my own with many thanks to my colleague
Naoko Adachi for her suggestions and assistance.
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additional layers of meaning as by invoking a place name, the author could bring to
mind a lengthy history of interrelated literary references.406
The poetic references came to define these physical spaces, and yamato-e
traditions of landscape painting, known as meisho-e illustrated these famed locales by
utilizing the recognizable poetic motifs. For example, in this pair of screens by
Hasegawa Sōya

(1590-1667), the motif of waterwheels and willows

along a bridge identifies the meisho as the Uji River (fig. 4.21). The river had been
celebrated in early poetry collections, such as the Manyōshū

(Collection of

Ten Thousand Leaves, eighth century), and references to paintings of the site appear
as early as the ninth century. Though the image’s topography is generalized, the
inclusion of the waterwheel, mists, and willows would have made the identification
clear to the viewer, due to the history of poetic and visual accretions that began to
associate Uji with sadness and the karmic cycle.407 Furthermore the inclusion of
willows also allowed the image to be associated with spring and summer seasons: on
the right young spring willows give way to the full specimens of summer on the
left.408 Meisho were thus a way of overlapping place, poetry, and season in one word.
This daishō egoyomi continues to link poetry, place, and time through the
cartographic labels and explanations for the “province” associated with each month.

406

For a discussion of utamakura and meisho in literature, see Kamens, Utamakura, Allusion,
and Intertextuality in Traditional Japanese Poetry.
407
For a discussion of this screen, see Janice Katz, ed., Beyond Golden Clouds: Japanese
Screens from The Art Institute of Chicago and the Saint Lousi Art Museum (New Haven and
London: Yale University Press, 2009), 124-125. For a history of the Uji River in literature
and painting, see Melinda Takeuchi, “The Golden Link: Place, Poetry, and Paradise in a
Medieval Japanese Design,” in Worlds Seen and Imagined (New York: Asia Society, 1995),
30-53.
408
Katz et.al, Beyond Golden Clouds, 124-125.
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Each place is labeled by the poetic name of a month. While the simplest way to
indicate a month is to use its numeral (i.e.,

(

), each month had several

names drawn from literature, festivals, or seasonal changes. These alternate names
infuse each province’s name with a classical, literary sensibility. For example, the
first month is labeled as Mōshun kuni

(The Country of Early Spring”).

Mōshun was a classical term referring the beginning of spring and thus the first month
of the lunar calendar. The second month is Kisaragi kuni

(The Country like

the Moon). Kisaragi was a common pseudonym for the second month of the lunar
calendar, also with origins in the Heian period. Likewise the ninth month is labeled
Kikuzuki kuni

(The Country of the Chrysanthemum Month). The blooming of

chrysanthemums was closely associated with the ninth month of the lunar calendar
and was a popular fall seasonal word. Other months take their name from important
holidays or festivals, such as Meigetsu kuni

(Country of the Celebrated Moon

Month) for the eighth month, when the harvest moon occurred.409 Meigetsu occurred
on the fifteenth day of the eighth month; the moon was supposed to be particularly
beautiful that night, and people stayed up late drinking and composing poetry in
celebration of the sight. Likewise, Tanabata kuni

(The Country of the Star

Festival), is named for the popular festival of the seventh month. Taking place on the
seventh day of the seventh lunar month, Tanabata festival celebrated the meeting of

409

A Painting by Tani Bunchō from 1817 commemorating one such moon viewing can be
seen in the Feinberg collection. Edo-Tōkyō hakubutsukan, Miho Museum, Tottori kenritsu
hakubutsukan, Fainbāgu Korekushon ten: Edo kaiga no kiseki (Tokyo: Yomiuri Shinbunsha,
2013), 98-9; 189.
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two stars in the sky—Altair and Vega, said to be the legendary Hikoboshi and
Orihime. The festivities included the writing of wishes on papers slips, which then
decorated trees and building in the city of Edo.
While more conventional maps included data such as annual rice production,
this map includes short poetic sentiments for each month. The first month’s
inscription reads, “Words celebrating ten thousand years makes the flowers bloom.”
(

s

s

). As the first month was the beginning of the

New Year and a time of celebrating the beginning of spring, expresses how
auspicious words are linked to blooming of new flowers. The sixth month, Minazuki
kuni

(Country of the Waterless Month), conjures up an image of summer,

“The watermelon gets a hole [sliced] like a triangle.” (

3

).

Watermelon, a refreshing fruit, was associated with the warmth of summer. The
eleventh month, here referred to as Iwaizuki kuni

(Country of the Month of

Celebration), appears to make a reference to the passing of time and the continuity of
generations, “Generations everlasting in time, are measured as one jō” (
3

). With one jō measuring roughly three meters, it seems to put

human lives in perspective, with numerous generations adding up to only a couple
meters in length in the grand scheme of time. The focus on generations and time may
be due to the fact that the eleventh month was when the Shichi go san festival
occurred, celebrating young people (aged seven, five, or three years), and thus the
continuing generations in a family.
The patron of this work, who either worked closely with the artist or directed
the artist’s design, cleverly overlapped poetry, seasonal references, and cartography
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to create an ingenious calendar. Recalling Gyōki-style maps, with a subtle
application of color that was familiar in Ishikawa Ryūsen’s maps, this map of an
imaginary group of islands is quickly recognized as a map. We can imagine the
delight of a viewer who then inspects the work and finds out that the names of the
strange countries are in fact months of the year. This connection to place is further
reinforced by the poem which provides a lens through which the map can be viewed:
the spring of the new year, and the bright dawn which connects both this imaginary
space of the coming year and Japan, the land from which the sun originates. The
imagined geography of the year is laid out for the viewer, presumably bathed in the
auspicious light of the New Year. The viewer, already accustomed to associating
poetry with physical locations, would have enjoyed the interweaving of place, poetry,
and time in the creation of a luxury New Year’s good.

Conclusions
Maps have always required the viewer’s imagination to turn them from a twodimensional form into a three-dimensional representation. Confronted with a
generalized diagram, viewers recognize that cartographic conventions are strange
signifiers, with connections to observed reality that are sometimes tenuous. As Berry
argues, maps were (and indeed, are) “strange.” Berry sees the rise of printed maps
during the Edo period as possibly due to a shift in thinking, as Edo readers became
accustomed to classification and generalization. Armed with these tools, they were
now able to comprehend these prints that attempted to reduce large, complex threedimensional spaces into pocket-sized two-dimensional diagrams.

249

The push to map the country was part of the Tokugawa shogunate’s attempt to
unify and administer a new realm. However, by allowing maps to disseminate
through commercial publishers, the Tokugawa allowed the print industry to transform
these instruments of control. Commercial maps, though rooted in topographical
reality, were graphic products that likewise aimed for aesthetic pleasure. Talismanic
earthquake maps included the fearsome image of earthquake-causing dragons.
Ryūsen’s hand-colored country maps not only included detailed geographical
information, but also small, pleasing details that rewarded the viewer for the time
devoted to close looking. Competing on the open market, publishers sought to
differentiate their product from others. The results were maps that not only required
imagination but captured this imagination as well.
Like maps, calendars also were printed objects, born out of Tokugawa
methods of control. For the shogunate, a calendar could be used symbolically and
effectively to unify the country, bringing the entire realm onto the same temporal
plane. As with maps, the importance of this project meant that the printed works
were supposed to be highly regulated. However, as has become clear, artists,
publishers, and their patron worked around these regulations to produce inventive and
imaginative pictorial works that skirted the prohibition against unlicensed productions
of calendars. Like maps, these works were useful tools for the urban commoner—
they could contain useful information about not only the days of the month, but
important holidays and auspicious days as well. And just as in the case with mapping,
calendars also became an opportunity for visual innovation in the print industry.
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The cartographic daishō egoyomi discussed in this chapter charted both space
and time. Utilizing new conventions for representing topographical spaces, these
works layered on pictorial representation of time. This innovation was pushed further
through competition. Even in the quasi-private sphere, individual patrons vied with
each other to produce increasingly beautiful and novel works. Likewise, businesses
that chose to give printed New Year’s gifts to their customers wanted to ensure
memorable works. Pleasing the viewer with an amusing and useful calendar would
no doubt set their business apart from others in the market place. Print production, as
in other businesses, was spurred by competition, seeking inspiration from other
sources to create new works to please an increasingly sophisticated Edo audience.
While cartographic daishō egoyomi may not have been the majority of the
egoyomi works produced, the combination of map and calendar was effective. Once
the Edo audience had absorbed cartographic conventions, the strange shapes of
continents and countries were easily adapted to the calendar. These visual
conventions made the “maps” easily recognizable to the viewer, giving the artist or
patron enough of a framework to tailor the imaginary cartography to their specific
calendar needs. Furthermore, the concept of moving through time, and of celestial
and astrological movement could be easily linked to physical movement. Just as one
traveled down a road, so too could one imagine traveling through the year. Besides,
with the aid of a handy calendar, one could truly navigate the upcoming year—its
lucky days and its potential pitfalls. In these daishō egoyomi, one could map not only
the world in the present, but also its manifestation in the future.
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CONCLUSIONS
While in the Heian period classical meisho and utamakura compromised the
bulk of famous sites, during the Edo period new locations dotted the geographical
imagination of commoners. Stations along the urban pleasure quarters, rest stops
along the Tōkaidō highway, far-off Holland, and even imaginary Kobitojima could
now be listed alongside historic Kyoto and celebrated Yoshino as “places with names.”
Thanks to a burgeoning print industry, place and space, geography and topography,
began to pique the viewer’s imagination. While some places may have been
theoretically reachable, others were remote or even wholly imagined, making print
media the main point of access and understanding for new and developing
geographies. Print produced place.
Capitalizing on a growing curiosity about these places of interest, publishers
produced many materials that engaged with geography and topography, both real and
imagined. As this dissertation has demonstrated, a wide variety of print materials
engaged with “place” in different ways, many of these materials feeding off each
other in the process. Maps charted the geography of the city, the road, the country,
and the world. Encyclopedias named, listed, and defined people, places, and things,
both familiar and strange. Illustrated guidebooks and single-sheet prints provided
visualizations of these spaces, seducing the viewer with beautiful sights of enticing
locales. As these images as representations of place saturated the marketplace, the
publishers, and the artists and authors whom they employed, exploited these new
tropes to create works of humor and even clever picture-puzzle calendars. In the
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hands of the print industry, place transformed from physical space to yet another
profitable subject, activated by producers to engage the viewer and empty his/her
pocketbook.
Indeed, the expansion of the print market in the late eighteenth century helped
the advancement of place-related materials. The print market diversified, and
publishers included a wider range of formats and themes to appeal to a broader
consumer base.410 Booksellers in Kyoto, Osaka, and Edo produced titles on a wide
variety of subjects, catering to sophisticated readers who desired specialist knowledge,
humorous tales, or even the latest fashions. The single-sheet print format, popular
since the seventeenth century, now was aided by new technology, allowing for the
publication of full-color prints. Discerning customers had a choice at the publisher’s
shop, and they made their preferences known with their spending.

A World of Print: The Commercial Print Industry
In art-historical studies of ukiyo-e woodblock prints, landscape prints are
traditionally considered in isolation from the rest of Edo printed media. From this
viewpoint, the stunning landscapes images of giants Hokusai and Hiroshige appear to
burst onto the scene fully-developed in the mid-nineteenth century. This dissertation,
however, contextualizes the landscape within a broader category of print culture. It is
clear from examining uki-e and bird’s-eye view prints, maps and encyclopedias, and
even humorous novels and printed calendars, that topography, geography, and
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Matthi Forrer, “The Relationship Between Publishers and Print Formats in the Edo Period,”
in The Commercial and Cultural Climate of Japanese Printmaking (Amsterdam: Hotei
Publishing, 2004), 175-176.
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developing ideas of “place” were pervasive throughout print media. By
contextualizing landscape within broader print materials, it is clear that the landscape
of Japan, indeed of the wider world, was very much a part of the printed imagination
well before the Hokusai-Hiroshige moment of the mid-nineteenth century.
This approach, placing single-sheet prints in conversation with other printed
materials, such as books, calendars, and maps, is vital for the continued study of
ukiyo-e. A previous model of the single-sheet print as the product of an independent
creative genius has ignored the actual practices of the time. Indeed, prints were not
isolated creations, but instead part of a “print ecosystem,” where publishers, artists,
carvers, and printers worked across formats and genres, influencing, borrowing, and
adapting ideas among them. Trends in one format quickly affected other areas of the
print market, as publishers sought to follow (or to make) new trends, even as artists
absorbed inspiration from the print materials at hand.
Looking at ideas of place across these different formats, it becomes clear that
“imagining place” was profitable for publishers. New approaches to the landscape
image were supported and driven by economic concerns as commercial productions
of the print industry. Celebrating the city of Edo as a leisure paradise, the refined and
elegant Nishimuraya-Toyoharu uki-e prints of Chapter One reinvigorated the format
and solidified the appeal of Edo urban topography. Likewise, Kitao Masanobu and
his publishers capitalized on the popularity of meisho zue illustrated guidebooks and
maps to introduce the bird’s-eye view print form analyzed in Chapter Two.
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Moreover, the popularity of place-related materials was strong enough to
prompt publishers and their artists to engage these ideas in other genres. The bizarre
kobito of Chapter Three moved from maps and encyclopedias to comic illustrated
books. Maps themselves moved between genres, their forms becoming so
recognizable that they translated easily from “place” to “time,” adapted for the private
calendars seen in Chapter Four. This movement between formats and genres was
encouraged by publishers, who sought to capitalize on trends that they observed in
one area, attempting to translate that success to other areas of publishing. The highly
competitive world of the Edo publishing industry encouraged these publishers to
identify trends and move forward with them quickly. “Place” was profitable.

The Next Wave: Into the Nineteenth Century and Beyond
The market was now primed for the next big thing. The print industry had
been circulating names, images, and maps of both the local and distant. A popular
novel about Japan’s major highway connecting the two capitals, Edo and Kyoto,
would usher in a new era of for the landscape image. Tōkaidōchū hizakurige
(literally, “Along the Tōkaidō by Two-legged Chestnut Horses,” but often
rendered in English as Shank’s Mare), published serially from 1802-1822, would take
the book publishing industry by storm. Written by Jippensha Ikku

(1765-

1831) the fictional story follows two bumbling protagonists, Yajirōbei and Kitahachi,
as they travel the Tōkaidō Road from Edo to Ise. As Jilly Traganou points out,
though the work was indebted to earlier illustrated guidebooks, it is largely a work of
comic fiction, often focusing on the sexual escapades of the protagonists and ignoring
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many sites of the famed meisho.411 Nonetheless, the novel appears to have reignited
interest in these famed sites; Hokusai, who himself had designed uki-e during the
1780s, began producing several Tōkaidō sets beginning in 1808, a total of seven sets
known today.412
As the nineteenth century progressed, the Tōkaidō craze seems to have
coalesced interest in place around sites linked to domestic travel and the major
highways, produced and represented in illustrated guidebooks over and over. Indeed,
as the 1830s began, Hokusai’s famed Fugaku sanjūrokkei

(Thirty-Six

Views of Mount Fuji) and Hiroshige’s Tōkaidō gojūsan tsugi
(Fifty-Three Stations of the Tōkaidō) took advantage of this trend to become bestsellers. The economic success of these series can be seen in the frequent publication
of works on these subjects, often with similar titles. Hiroshige produced roughly one
thousand designs of the city of Edo and 800 designs of the Tōkaidō, and Hokusai’s
Fugaku sanjūrokkei was so popular that ten more designs were commissioned for a
total of forty-six.413 The popularity of these subjects spread beyond Hokusai and
Hiroshige, as publishers commissioned many other artists to address these trends.414
As a testament to the importance of the commercial prints and books of the eighteenth
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Traganou, The Tōkaidō Road, 106-107.
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century, scholars have begun to point out the obvious reliance on earlier printed
books as visual sources for Hokusai and Hiroshige.415
By the mid-nineteenth century landscape prints were a reliably profitable
product for Edo publishers. As the number of meisho deserving representation grew
exponentially, publishers and artists continued to grapple with integrating new spaces,
from mundane stops along highways to distant lands.416 Savvy publishers capitalized
on the popularity of new Edo meisho, opening shops at key entrance and exit points
to the city to capture the tourist market.417 On the eve of Commodore Perry’s arrival
in 1853, Hiroshige and his publisher Koshimuraya Heisuke attempted, for the first
time, a comprehensive set of meisho for the sixty-eight provinces of Japan,
Rokujūyoshū meisho zue

(Famous Places in the Sixty-odd

Provinces [of Japan]).418 This set of prints addressed each province (kuni), selecting
and illustrating a site for each locale, treating each province equally, while meanwhile
ignoring the fractured nature of the political and social reality. Though Japan may
have not yet been a modern nation-state, still a confederation under increasingly weak
Tokugawa power, in the imagined space of the print set it appeared as a cohesive and
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Suzuki Jūzō, Hiroshige (Tokyo: Nihon Keizai Shinbunsha, 1970). See Ōkubo Jun’ichi’s
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eternal landscape. As Japan stepped more intentionally onto the international stage in
the Meiji period (1868-1912), these prints would imagine the landscape of Japan for a
new audience, traveling into the hands of collectors and galleries of museums. Print
would, once again, produce place.
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Figure 1.7: Utagawa Toyoharu, Uki-e Kabuki shibai no zu (Perspective Picture of a Kabuki
Theater), c. 1776. Woodblock print; ink and color on paper, 25.6 x 38.6 cm. Art Institute
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Figure 1.9: Utagawa Toyokuni I, Kinryūzan ichi no zu (Picture of the Market at Kinryūzan
Temple), from the series Uki-e (Perspective Prints). Woodblock print; ink and color on paper,
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Figure 1.11: Utagawa Toyoharu, Uki-e Shichifukujin kotobuki suehiro asobi no zu
(Perspective Picture of the Seven Gods of Good Fortune Enjoying Themselves), c. 1770s.
Woodblock print; ink and color on paper, 24.8 x 37.4 cm. Museum of Fine Arts, Boston,
06.1030.
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Figure 1.13: Utagawa Toyoharu, Uki-e Ōeyama Shutendōji shuen no zu (Perspective Picture
of Shutendōji’s Banquet at Mount Ōe). c. 1800. Woodblock print; ink and color on paper. Art
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Figure 1.14: Okumura Masanobu, Fūga onna shutendōji, uki-e kongen (Elegant Female
Version of Shutendōji, an Original Perspective Print), c. 1745. Woodblock print; ink on
paper with hand-applied color, 29.9 x 43.1cm. Museum of Fine Arts, Boston, 11.13345.
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Figure 1.15: Utagawa Toyoharu, Ueno Niōmon no zu (Picture of the Ueno Niōmon), from the
series Edo meisho hachigaseki (Eight Views of Famous Sights of Edo), c. 1770-71.
Woodblock print; ink and color on paper, 21.6 x 33.9 cm. Museum of Fine Arts, Boston,
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Figure 1.16: Utagawa Toyoharu, Kinryūzan no zu (Picture of Kinryūzan), from the series Edo
meisho hachigaseki (Eight Views of Famous Sights of Edo), c. 1770-71. Woodblock print; ink
and color on paper, 21.3 x 33.3 cm. Museum of Fine Arts, Boston, 21.6914.
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Figure 1.17: Utagawa Toyoharu, Ryōgoku no zu (Picture of Ryōgoku), from the series Edo
meisho hachigaseki (Eight Views of Famous Sights of Edo), c. 1770-71. Woodblock print; ink
and color on paper, 21 x 33.2 cm. Museum of Fine Arts, Boston, 21.6916.

Figure 1.18: Utagawa Toyoharu, Masaki no zu (Picture of Masaki), from the series Edo
meisho hachigaseki (Eight Views of Famous Sights of Edo), c. 1770-71. Woodblock print; ink
and color on paper, 21 x 33.8 cm. Museum of Fine Arts, Boston, 21.6917.
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Figure 1.19: Utagawa Toyoharu, Nippori no zu (Picture of Nipppori), from the series Edo
meisho hachigaseki (Eight Views of Famous Sights of Edo), c. 1770-71. Woodblock print;
ink and color on paper, 21.2 x 33.2 cm. Museum of Fine Arts, Boston, 21.6918.

Figure 1.20: Utagawa Toyoharu, Shin Yoshiwara no zu (Picture of the New Yoshiwara), from
the series Edo meisho hachigaseki (Eight Views of Famous Sights of Edo), c. 1770-71.
Woodblock print; ink and color on paper, 21.7 x 33.6 cm. Museum of Fine Arts, Boston,
21.6919.
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Figure 1.21: Utagawa Toyoharu, Shinagawa no zu (Picture of Shinagawa), from the series
Edo meisho hachigaseki (Eight Views of Famous Sights of Edo), c. 1770-71. Woodblock
print; ink and color on paper, 21.7 x 33.7 cm. Museum of Fine Arts, Boston, 21.6920.

Figure 1.22: Utagawa Toyoharu, Shibai shin kyōgen no zu (Picture of a performance of new
kyōgen [kabuki]), from the series Edo meisho hachigaseki (Eight Views of Famous Sights of
Edo), c. 1770-71. Woodblock print; ink and color on paper, 21.3 x 34.6 cm. Museum of Fine
Arts, Boston, 21.6921.
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Figure 1.23: Asai Ryōi, Tōeizan, from Edo meishoki (Record of Famous Sites in Edo), 1662.
Vol, 1, 11v-12r. National Diet Library, -21.

Figure 1.24: Okumura Masanobu, Ueno hanami no tei (Cherry-blossom Viewing in Ueno),
from an untitled series of Customs of the Twelve Months, c. 1711-16. Woodblock print; ink
on paper with hand-applied color, 27.2 x 37.7 cm. Museum of Fine Arts, Boston, 06.845.3.
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Figure 1.25: Nishimura Shigenaga, Uki-e Ueno Tôeizan Shinobazu no fūkei (Perspective
View of Shinobazu Pond and Tōeizan Temple at Ueno), c. 1740s-50s. Woodblock print; ink
on paper with hand-applied color, 32.2 x 45.3 cm. Museum of Fine Arts, Boston, 21.5882.

Figure 1.26: Hishikawa Moronobu, Ryōgokubashi (Ryōgoku Bridge), from Edo suzume (Edo
Sparrow), 1677. Vol. 11, 1v-2r. Waseda University Library,
04_06327_0011.
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Figure 1.27: Asai Ryōi, Yoshiwara from Edo meishoki (Record of Famous Sites in Edo),
1662. Vol. 2, 18v-19r. National Diet Library, -21.

Figure 1.28: Okumura Masanobu, Shin Yoshiwara Ōmonguchi Nakanochō uki-e kongen
(Original Perspective Picture of the Great Gate and Nakanochō in the Shin Yoshiwara), c.
1740. Woodblock print; ink on paper with hand-applied color, 32.6 x 46.3 cm. Museum of
Fine Arts, Boston, 21.5773.
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Figure 1.29: Hishikawa Moronobu, Yoshiwara, from Edo suzume (Edo Sparrow), 1677. Vol.
10, 11v-12r. Waseda University Library,
04_06327_0010.
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Figure 2.1 Kitao Masayoshi, Edo meisho no e (Picture of the Famous Sites of Edo), c. 1803.
Woodblock print; ink and color on paper, 42 x 57cm. Waseda University Library,
05
03840.

Figure 2.2: Kitao Masayoshi, Nihon meisho no e (Picture of the Famous Sites of Japan), c.
1805. Woodblock print; ink and color on paper. Honolulu Academy of Art, 22073.
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Figure 2.3: Kitao Masayoshi, Edo meisho no e (Picture of the Famous Sites of Edo), c. 1803.
Woodblock print mounted on linen, 39 x 57 cm. UC Berkeley East Asian Library, MJ10.

Figure 2.4: Fukuro for Nihon meisho no e (Picture of the Famous Sites of Japan). Edo minkan
shoga bijutsukan Collection.
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Figure 2.5: The Shop of Tsuruya Kiemon, from Edo meisho zue (Illustrated Guidebook of
Famous Sites of Edo), 1834. Vol. 1, 61v-62r. Waseda University Library,
10_06556

Figure 2.6: Kitao Masayoshi, Uki-e Edobashi yori Nihonbashi miru no zu (A Perspective
View of Nihonbashi from Edobashi). Woodblock print; ink and color on paper, 20.4 x 30.2
cm. Museum of Fine Arts, Boston, RES.49.140.
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Figure 2.7: Kitao Masayoshi, Act V (Godanme), from the series Perspective Pictures of the
Storehouse of Loyal Retainers, a Primer (Uki-e Kanadehon Chūshingura), c. 1791-94.
Woodblock print; ink and color on paper, 30.9 x 43.7 cm. Museum of Fine Arts, Boston,
54.302.

Figure 2.8: Kitao Masayoshi, Ishiyama shūgetsu (Autumn Moon at Ishiyama), from the series
Ōmi hakkei (Eight Views of Ōmi). Woodblock print; ink and color on paper, 13.8 x 12.7 cm.
Museum of Fine Arts, Boston, 54.295.
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Figure 2.9: Kitao Masayoshi, Yabase kihan (Returning Sails at Yabase), from the series Ōmi
hakkei (Eight Views of Ōmi). Woodblock print; ink and color on paper, 14 x 12.8 cm.
Museum of Fine Arts, Boston, 54.297.

Figure 2.10: Torii Kiyonaga, Ryogokubashi no sekisho (Evening Glow at Ryogoku), from the
series Edo hakkei (Eight Views of Edo), c. 1781. Woodblock print; ink and color on paper,
24.1 x 17.8 cm. British Museum, 1966,1010,0.1.1.
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Figure 2.11: Katsukawa Shunsho, Hira no bosetsu (Twilight Snow at Mount Hira), from an
untitled Ōmi hakkei (Eight Views of Ōmi) series. Woodblock print; ink and color on paper, 25
x 18.2 cm. Museum of Fine Arts, Boston, 11.14848.

Figure 2.12: Utagawa Toyohiro, Katada rakugan (Descending Geese at Katada), from an
untitled Ōmi hakkei (Eight Views of Ōmi) series. Woodblock print; ink and color on paper,
24 x 17.6 cm. Museum of Fine Arts, Boston, 49.567.
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Figure 2.13: Kitao Masayoshi, Detail from Edo meisho zue (Illustrated Guide of Famous
Sites of Edo). National Institute of Japanese Literature, 99-173.

Figure 2.14: Erekiteru no zu (Picture of an Electricity Machine), from Kōmō zatsuwa (RedHair Miscellany). 1787. Vol. 5, 4v-5r. Waseda University Library,
17 W0217.
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Figure 2.15: Gojōbashi, from Miyako meisho zue (Illustrated Guidebook of Famous Places of
the Capital), 1780. Vol. 2, 18v-19r. Waseda University Library,
30 E0214.

Figure 2.16: Rakuchū rakugai zu (Views in and around the Capital), c. 1616-24. One of a
pair of six-panel folding screens, 174.3 x 330.2 x 30.5 cm. Brooklyn Museum of Art,
54.144a-b.
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Figure 2.17: Nihonbashi (Bridge of Japan), from Tōkaidō meisho zue (Illustrated Guidebook
of Famous Sites of the Tōkaidō), 1797. Vol. 4, 77v-78r. Waseda University Library,
03
03759.

Figure 2.18: Shop of Izumiya Ichibei, from Tōkaidō meisho zue (Illustrated Guidebook of
Famous Sites of the Tōkaidō), 1797. Vol. 4, 74v-75r. Waseda University Library,
03
03759.
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Figure 2.19: Nihonbashi (Bridge of Japan), from Ehon azuma kagami (An Illustrated Mirror
of the East), 1787. Vol. 3, 5v-6r. Waseda University Library,
08 B0091.

Figure 2.20: Gennai ware, late 18th century. Porcelain dish with multi-colored glazes, 37 cm
diameter. Kobe City Museum.
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Figure 2.21: Platter with Map of the World, 19th century. Porcelain with decoration in
underglaze cobalt blue, 51 cm diameter. Harvard Art Museums, 1984.494.

Figure 2.22: Shiomi Masanari, Inrō with Map of the World, 17th-18th century. Lacquered
wood with sprinkled metallic powder decoration, 7.6 x 6.3cm. Asian Art Museum of San
Francisco, 2014.6.

284

Figure 2.23: Katsushika Hokusai, Tōkaidō meisho ichiran (Famous Places on the Tōkaidō in
one Glance), 1818. Woodblock print; ink and color on paper, 44.1 x 58.4 cm. Museum of
Fine Arts, Boston, 11.26671.
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Figure 3.1 Little People (right), from Wakan sansai zue. Vol. 14, 33v-34r. Harvard Yenching
228
Library Rare Book Collection, TJ 9326 4234.

Fig. 27 Map of the World and Twenty-eight Cities, 17th century. Pair of eight-part folding
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Figure 3.3: Bankoku sōzu (Picture of all the Myriad Countries), 1671. Woodblock print; ink
on paper with hand-applied color, 39.5×55.3cm. National Diet Library, WA46-2.

Figure 3.4: Religious and court clothing, from Kinmō zui. Not dated, possibly 1666. Vol 6,
3v-4r. Harvard Yenching Library Rare Book Collection, TJ 9326 5490 (1-14).
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Figure 3.5: Utensils, from Kinmō zui. Not dated, possibly 1666. Vol. 11, 5v-6r. Harvard
Yenching Library Rare Book Collection, TJ 9326 5490 (1-14).

Figure 3.6: People of various professions, from Kinmō zui. Not dated, possibly 1666. Vol. 4,
5v-6r. Harvard Yenching Library Rare Book Collection, TJ 9326 5490 (1-14).
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Figure 3.7: Various types of people including Kobito, from Kinmō zui. Not dated, possibly
1666. Vol. 4 10v-11r. Harvard Yenching Library Rare Book Collection, TJ 9326 5490 (1-14).

Figure 3.8: Rokurokubi (right), from Wakan sansai zue (Japanese-Chinese Illustrations of the
Three Forces). Vol. 14, 12v-13r. Harvard Yenching Library Rare Book Collection, TJ 9326
4234.
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Figure 3.9: Xiaoren (left), from Sancai tuhui (Illustrations of the Three Forces). Preface
dated 1609. Vol. 14, 10v-11r. Harvard Yenching Library Rare Book Collection, T 9299 114.

Figure 3.10: Introductory page, from Kobitojima kogome zakura (Tiny Petals of the Country
of Little People), 1793. Vol. 1, 1v. Waseda Library Collection,
13 01961 0047.
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Figure 3.11: Thousand-Sun Capital, from Kobitojima kogome zakura, 1793. Vol. 1, 1r-2v.
Waseda Library Collection,
13 01961 0047.

Figure 3.12: Mane'emon's misemono shop, from Kobitojima kogome zakura (Tiny Petals of
the Country of Little People), 1793. Vol. 1, 3v-4r. Waseda Library Collection,
13 01961
0047.
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Figure 3.13: Encounter with a rice ball (right) and eel (left, from Kobitojima kogome zakura
(Tiny Petals of the Country of Little People), 1793. Vol. 1, 1v. Waseda Library Collection,
13 01961 0047.

Figure 3.14: Mane'emon presenting the crane to the emperor, from Kobitojima kogome
zakura (Tiny Petals of the Country of Little People), 1793. Vol. 2, 5v. Waseda Library
Collection,
13 01961 0047.
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Figure 3.15: Kobito looking at the Great Buddha, from Kobitojima nanasato fūki (Little
People Island: Forty-Nine Leagues of Riches), 1794. Vol. 1, 1r. Waseda Library Collection,
13 01961 0163.

Figure 3.16: Landing the great tuna, from Kobitojima nanasato fūki (Little People Island:
Forty-Nine Leagues of Riches), 1794. Vol. 1, 1v-2r. Waseda Library Collection,
13 01961
0163.
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Figure 3.17: Keshibei sells oil and mortars, from Kobitojima nanasato fūki (Little People
Island: Forty-Nine Leagues of Riches), 1794. Vol. 1, 4v-5r. Waseda Library Collection,
01961 0163.

13

Figure 3.18: Rekisentei Eiri, Edo Nihonbashi Odawara-chō sakana ichi no zu (Picture of Fish
Market at Odawara-chō, Nihonbashi, Edo), from the series Uki-e (Perspective Pictures).
Woodblock print; ink and color on paper, 26 x 39.3 cm. Museum of Fine Arts, Boston,
11.15015.
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Figure 3.19: The Kobitojima entertainment district, from Kobitojima nanasato fūki (Little
People Island: Forty-Nine Leagues of Riches), 1794. Vol. 2, 3v-3r. Waseda Library
Collection,
13 01961 0163.

Figure 3.20: The emperor inspects the Great Buddha, from Kobitojima nanasato fūki (Little
People Island: Forty-Nine Leagues of Riches), 1794. Vol. 1, 4v-5r. Waseda Library
Collection,
13 01961 0163.
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Figure 3.21: Utagawa Yoshikazu, Kobitojima (Little People Island), 1863, 5th month.
Woodblock print; ink and color on paper, 36.5 x 24.4 cm. Philadelphia Museum of Art, 1968165-56.
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Chapter 4

Figure 4.1 Bunka yon udoshi (Bunka Four, Rabbit Year), 1807. Woodblock print; ink and
color on paper, 11.6x 17.6 cm. National Diet Library.

Figure 4.2. Ninnaji zō Gyōki zu (Ninnaiji Gyōki Map), Edo-period copy of 14th century
original. Handscroll, ink on paper. 38.5cm x 134.4 cm, Kobe City Museum.
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[~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~i~~~~~~~~~~~~~~~~l

Fig. 5. Dai-Nihonkoku Jishin no Zu (Earthquake Map of Great Japan) of 1624. 44 x 26.7 cm. woodcut. The
explanation of the animal and the poem about the Kaname Stone are in the top right corner. The date of
publication is given in the bottom right corner. (Courtesy of Masaaki Harada Collection, Ishikawa Prefecture.)

Figure 4.3. Dainihon koku jishin no zu, 1624. Woodblock print, ink on paper, 44cm x 26.7cm.
Masaaki Harada Collection
69
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Figure 4.4. Honchō zukan kōmoku (Outline Map of our Empire), 1689. Woodblock print;
ink on paper with hand-applied color, 57.7 x 130.1 cm. University of British Columbia
Library Rare Books and Special Collections, G7961 .A1 1689 I8
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Figure 4.5. Nihon kaisan chōriku zu, 1694. Woodblock print; ink on paper with handapplied color, 81 x 171c,. University of California, Berkeley East Asian Rare Book
Collection, Ca 7.

Figure 4.6 Tsunekawa Shigenobu, Candy Seller and Two Monkeys, 1729. Woodblock print;
ink on paper with hand-applied color, 32.6 x 15.6 cm. Harvard Art Museums, 1933.4.1545.
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Figure 4.7: Suzuki Harunobu, Daruma and Young Woman, 1765. Woodblock print; ink and
color on paper, 26.1 x 19.2 cm. Art Institute of Chicago, 1930.376.

Figure 4.8: Kansei kyūsai daishō (Calendar for 1797), 1797. Woodblock print; ink on paper.
Museum of Fine Arts, Boston, 11.45855.
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Figure 4.9: Torii Kiyonaga, Kanda Gosairei (Kanda Festival), 1779. Woodblock print; ink
and color on paper, 25 x 18.7cm. British Museum, 1902,0212,0.226.

Figure 4.10: Seven Treasures. Woodblock print, ink and color on paper, 17.1 x 18.1cm.
Machida City Museum of Graphic Arts.
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Figure 4.11: Ishikawa Toyonobu, The Seven Gods of Good Fortune in the Treasure Boat, c.
1755-65. Woodblock print; ink and color on paper, 30.7 x 43.9 cm. Museum of Fine Arts,
Boston, 11.19668.

Figure 4.12 Ochikochi Dōin and Hishikawa Moronobu, Tōkaidō bungen ezu (Measured Map
of the Tōkaidō Road), 1690. University of British Columbia Library Rare Books and Special
Collections, G7962.T6 P2 1690 O3 v.1-5.
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Figure 4.13 Nihonbashi at Edo Station, detail from Tōkaidō bungen ezu (Measured Map of
the Tōkaidō Road), 1690. University of British Columbia Library Rare Books and Special
Collections, G7962.T6 P2 1690 O3 v.1-5.

Figure 4.14 Yoshiwara Station, detail from Tōkaidō bungen ezu (Measured Map of the
Tōkaidō Road), 1690. University of British Columbia Library Rare Books and Special
Collections, G7962.T6 P2 1690 O3 v.1-5.
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Figure 4.15 Detail from Tōkaidō bungen ezu (Measured Map of the Tōkaidō Road), 1690.
University of British Columbia Library Rare Books and Special Collections, G7962.T6 P2
1690 O3 v.1-5.

Figure 4.16 Detail from Tōkaidō bungen ezu (Measured Map of the Tōkaidō Road), 1690.
University of British Columbia Library Rare Books and Special Collections, G7962.T6 P2
1690 O3 v.1-5.
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Figure 4.17 Ryakureki daishōki (An Account of the Abbreviated Long Short Calendar), 1797.
Woodblock print; ink and color on paper, 15.7cm by 46.2cm. Edo Tokyo Museum, 11200213.

Figure 4.18 Detail of Ryakureki daishōki (An Account of the Abbreviated Long Short
Calendar), 1797. Edo Tokyo Museum, 11200213.
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Figure 4.19 Detail of Ryakureki daishōki (An Account of the Abbreviated Long Short
Calendar), 1797. Edo Tokyo Museum, 11200213.

Figure 4.20 Detail of Ryakureki daishōki (An Account of the Abbreviated Long Short
Calendar), 1797. Edo Tokyo Museum, 11200213.
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Figure 4.21 Hasegawa Sōya, Willow Bridge and Waterwheel, c. 1650. Pair of six-panel
folding screens, 175 x 376 cm each. Art Institute Chicago, 2002.365.1-2.
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